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SUMMARY
This work examines the p oetry  in  romance form o f  
Luis de GSngora y A rgote (1561 -  1627), w ith  p a r t ic u la r  
emphasis on th a t o f  an amatory n a tu re . An in v e s t ig a t io n  
o f  the h is to r y  and developm ent o f  the Spanish romancero 
and a b io g r a p h ic a l study lo c a t e  G6n g o ra 's  romances w ith in  
the co n te x t  o f  h is  l i f e ,  works and o u ts id e  in flu e n c e s . 
C r i t i c a l  r e a c t io n s  towards the gen re , from the seventeenth  
to  the tw en tie th  cen tu ry , a re  examined. Apart from the 
h i s t o r i c o - l i t e r a r y  a s p e c ts , s t y l i s t i c  and them atic c o n s id ­
e ra t io n s  are attended  to by th ree  m ethods: 1 ) a d e ta ile d  
e x p lo ra t io n  o f  two types o f  romance am oroso, the m orisco 
and the r u s t i c o ; 2 ) an exam ination o f  the re p resen ta tion  
o f  two m ajor re cu rre n t person ae ; 3) c lo s e  an a lyses o f  
two in d iv id u a l poems and a com parison o f  a fu rth e r  two. 
Severa l t r a d i t io n a l  in te r p r e ta t io n s  are q u estion ed  and 
r e -e v a lu a te d .
The th e s is  argues that the romances demand more 
c a r e fu l  c o n s id e ra t io n  than they have p re v io u s ly  r e c e iv e d . 
T heir sev era l themes and l i t e r a r y  q u a l i t ie s  are f u l l y  
com parable to those o f  GSngora's lon ger and better-know n 
w orks. Furtherm ore, the romance amoroso serves as a 
v e h ic le  f o r  the ex p ress ion  o f  the p o e t 's  a t t itu d e s  towards 
lov e  in  a l l  i t s  a s p e c ts .
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CHAPTER I 
FOREWORD
I t  can be dem onstrated that an im balance e x is t s  in  the 
e x is t in g  c r i t i c a l  s tu d ie s  o f  the poetry  o f  Luis de Gongora. 
C lose in v e s t ig a t io n  o f  the b ib l io g r a p h ic a l  s it u a t io n  rev ea ls  
that s u b s ta n t ia l c r i t ic is m s  o f  what are known as Gdngora's 
m ajor w orks, the Soledades and the Fabula de P olifem o y 
G alatea, make up the bulk o f  work on h is  p o e try . Second on ly  
to  the lon g er  poems in  number are  works which co n s id e r  the 
I ta l ia n a te  son n ets , e it h e r  as s tu d ie s  o f  in d iv id u a l poems o r  
o f  the son n ets  as a u n ifie d  g en re . In com parison w ith  these, 
few s tu d ie s  are devoted to the sh o r te r  poems; the romances, 
l e t r i l l a s , ca n cion es  and m a d riga les , and m ost cannot be 
c la sse d  as m ajor s tu d ie s  but ra th er  as comm entaries on a sp ects  
o f  value o r  in t e r e s t .
I t  would be u n ju st to su ggest th at the genre o f  the 
romance has been e n t ir e ly  n e g le c te d , but l ik e  the l e t r i l l a , 
i t  has r e ce iv e d  s u rp r is in g ly  l i t t l e  a t t e n t io n  in  com parison 
to  that g iv en  to the works o f  Gongora as a w hole. Few 
s c h o la r s , l ik e  Jammes, have gone as fa r  as to devote  a whole
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s e c t io n  o r  ch ap ter o f  th e ir  w r it in g s  to  the minor poems-'*'
I t  can be f a i r l y  asked why, when throughout the s ix te e n th  
and seventeenth  ce n tu r ie s  v ir t u a l ly  a l l  the romanceros pub­
lish e d  seem to have become b e s t - s e l l e r s ,  th is  immensely pop­
u la r  form o f  p oetry  should r e ce iv e  such sca n t c r i t i c a l  
a t t e n t io n  from Góngora sch o la rs  in  com parison  w ith the son n ets , 
f o r  in s ta n ce . This i s  c e r ta in ly  n o t becau se  they are few in  
number o r  la ck in g  in  in t e r e s t  o r  v a lu e . Luis de Góngora was 
the author o f  n in e ty -fo u r  rom ances; t h is  i s  the number a t 
le a s t  v e r i f i e d  as a u th en tic  by resea rch  up to the p resen t day. 
Some one hundred and th ir te e n  more rom ances have a ls o  been 
a t t r ib u te d  to the poet and can be found prin ted  in  the e d i­
t io n s  o f  Góngora1s works published  by A d o lfo  de C astro ,
M illé  y Giménez, F ou lch é-D elbosc and A gu stín  Durán. Even i f  
none o f  the la t t e r  group were f i n a l l y  to  be proven to  have 
been w r itte n  by Góngora, the romances would s t i l l  form a sub­
s t a n t ia l  corpus w ith in  h is  w orks. I t  would be f a i r  to ques­
t io n , then, why there have been so few  s tu d ie s  o f  G óngora 's 
rom ances.
As the scope o f  Jammes's work a t t e s t s  the task  o f  studying 
the genre in  i t s  e n t ir e t y  would be immense. Few c r i t i c s  have 
wished to ch a llen g e  Jammes's view , and m ost re cen t s tu d ie s , 
th e r e fo r e , have been in c lin e d  to c o n ce n tra te  on in d iv id u a l 
poems, is o la t e d  themes o r  m o t ifs  and p a r t ic u la r  s t y l i s t i c  
fe a tu re s  o f  the romance gon gorin o . T h is  approach to  study o f  
the romances, ra th er than a study o f  the genre per s e , has a 
t r i v ia l i z in g  e f f e c t ;  they appear as a r e s u l t  o f  th is  to be 
con sid ered  by many as unworthy o f  s e r io u s  c r i t i c a l  a n a ly s is .
As Dámaso A lonso above a l l  has many tim es dem onstrated fo r
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3o th e r  a reas  o f  G óngora 's p o e try , I  should l ik e  to show in  th is  
th e s is  th a t the romances deserve equal esteem to that a ccorded  
the lo n g e r  poems and the son n ets .
Regarding the su b -grou p in gs o f  the rom ances, a second im­
ba lan ce  in  e x is t in g  s tu d ie s  i s  n o t ic e a b le . C r it i c s  have la r g e ly  
been in c l in e d  towards the d is c u s s io n  o f  the s a t i r i c a l  o r  bur­
lesque romance ra th er  than the more se r io u s  examples o f  the 
romances sa c ro s , l í r i c o s  o r  am orosos. This may w e ll be as a 
r e s u lt  o f  the o ft e n  c o n tr o v e r s ia l  o r  a u to b io g ra p h ica l elem ents 
to  be found in  the form er ty p es , which prov id e  immediate and 
fa s c in a t in g  p o in ts  o f  departure f o r  d is c u s s io n . This means, 
however, that many o f  the romances which have re ce iv e d  c r i t i c a l  
a t t e n t io n  o fte n  may have done so f o r  reasons o th er  than appre­
c ia t io n  o f  th e ir  i n t r i n s i c  w orth . The in co n s is te n cy  o f  the 
depth and d ir e c t io n  o f  the c r i t i c a l  work so fa r  undertaken i s  
most s t r ik in g .  C erta in  romances have been on ly  p a r t ia l ly  
in te rp re te d  o r  examined, s t i l l  o th e rs  have been stu d ied  re ­
p ea ted ly  a lthough o ft e n  because o f  the e x te rn a l c o n tr o v e r s ie s
2a r is in g  from the c r i t i c i s m s  o f  a p rev iou s stu dy . I t  i s  
probab ly  true to say th a t a number o f  romances have a t  times 
emerged as 'f a s h io n a b le ',  w h ils t  the m a jo r ity  have never been 
su b je cte d  to th is  dubious honour, and as a r e s u lt  remain r e la ­
t iv e ly  unknown.
The in d ic a t io n  i s  th a t a new approach towards the 
romancero gongorino i s  req u ired , one which would n e ith e r  ex­
clude those com p osition s  which had been p re v io u s ly  ignored  n or 
those upon which a c o n s id e ra b le  body o f  work a lread y  e x is t s .
The key to any study o f  the rom ancero, o r  any o f  i t s  c o n s t i t ­
uent p a rts  (th e  romance am oroso, the romance b u r le s co , and so
c-
o n ) ,  per se must su re ly  be a b a la n ce . D i f f i c u l t i e s  a r is e  once
an area f o r  con cen tra ted  study i s  s e le c t e d , as so many o f
th ese  sh ort com p osition s d e fy  c l a s s i f i c a t i o n .  The com p lex ity
and am biguity o f  each romance i s  such that s e r io u s  and com ic
elem ents fre q u e n tly  meet and "are o c c a s io n a l ly  in se p a ra b le .
T h ere fo re , in  s p it e  o f  th e  cu rren t tendency f o r  d iv i s io n  o f
the poetry  in to  b u r le s q u e /s a t ir i c a l  and a m o r o u s /s a c r e d /ly r ic a l
s e c t o r s ,  attem pts a t  s e p a ra t io n  o f  these two s ty le s  should  not
be a p r i o r i t y .  Again b a la n ce  i s  the key . B iru té  C ip l i ja u s k a ité
d isco v e re d  that to a ttem pt r e - c l a s s i f i c a t i o n  in to  c a te g o r ie s
o th e r  than those a lrea d y  p resen t in  e a r ly  pu b lish ed  e d it io n s
o f  G óngora 's sonnets was n o t  an answer to the e d i t o r ia l  p rob - 
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lems fa c in g  h er . Attem pts to s i f t  the romances in to  new
c a te g o r ie s  i s  la rg e ly  f r u i t l e s s  and unnecessary , f o r  so many
romances cou ld  be in c lu d ed  under two o r  even three d e s c r ip t iv e
h ead in gs. An ou tstan d in g  fe a tu re  i s ,  however, that o f  the
n in e ty -fo u r  a u th en tica ted  rom ances, approx im ately  f i f t y
p er  cen t can be c la ss e d  a s  romances am orosos when the dependant
c r i t e r i a  f o r  s e le c t io n  i s  th at a romance amoroso tr e a ts  the
theme o f  lo v e . This number i s  g r e a te r  than those a t te s te d  to 
4by Vicuña and H oces, bu t agrees w ith  Chacón whose ca te g o ry  o f  
romances amorosos i s  much broader than that o f  the two e d it io n s  
pu b lish ed  e a r lie r ."*
When such a q u a n tity  o f  romances i s  con ce iv ed  by an e d it o r  
who worked in  c lo s e  c o l la b o r a t io n  w ith Góngora to be c l a s s i f i a b l e  
as romances am orosos, then the im portance o f  the subgenre is  
su re ly  o b v io u s . On th is  b a s is ,  the se r io u s  study o f  the 
romance am oroso, to which th is  th e s is  c o n tr ib u te s , has been 
long overdue.
*  *  *  *  *
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5The e d it io n  con su lted  f o r  te x ts  o f  the Góngora romances 
throughout th is  th e s is  has been th at o f  A ntonio Carreîio 
(M adrid, C âtedra, 1982) and I  reproduce h is  orthography and 
p u n ctu a tion . Any d e v ia t io n s  from th is  are l i s t e d  in  the 
n o t e s . C ita t io n s  from o th er  works a ls o  employ the o r th o g ­
raphy o f  the e d it io n  l i s t e d  in  the n o te s .
6NOTES TO CHAPTER I
1 R obert Jammes, Etudes sur l 'o e u v r e  p oétiq u e  de don Luis
de Góngora y A rgote  (B ordeaux, I n s t i t u t  d 'é tu d e s  
i b é r i q u e s . . .d e  l 'u n iv e r s i t é  de Bordeaux, 1 967 ), 
p a rt I I I ,  ch apter 5.
2 An exam ination  o f  a handfu l o f  any a n th o lo g ie s  o f  Spanish
p o e try  rev ea l th a t the same few romances are  repeated 
time and aga in .
3 Sonetos co m p le to s , e d ite d  by B. C ip l i ja u s k a ité  (M adrid,
C a s ta l ia ,  1969, 3rd e d it io n  1978 ), Nota p r e v ia , 
p .4 7 -4 9 .
4 Obras en v e rs o  d e l Homero e sp a ñ o l, Juan López de Vicuña,
fa c s im ile  e d it io n  by Dámaso A lonso (M adrid, CSIC, 
1 9 6 3 ). Vicuna p r in ts  14 romances under the heading 
o f  romances am orosos.
Todas la s  obras de don Luis de Góngora en v a r io s  poemas, 
com p iled  by Gonzalo de Hoces y Córdoba (M adrid, 
Emprenta d e l R ein o, 1633) p r in ts  13 romances am orosos.
5 The m an u scrip t com piled  by A nton io  Ponce de León y Chacón
and p u b lish ed  by R. F ou lch é -D e lb osc  as Obras p o é tica s  
de don Luis de Góngora (New York, H ispanic S o c ie ty  o f  
A m erica , 1921, r e p r . ,  3 v o l s ,  B ib l io te c a  h isp á n ica , 
1970) l i s t s  45 romances am orosos.
THE HISTORY AND DEVELOPMENT OF THE ROMANCE
CHAPTER I I
The Spanish romance i s  a unique phenomenon. In modern tr a n s la ­
t io n  the word i s  equated w ith  the b a l la d , and indeed forms p a rt  
o f  a la rg e  body o f  o r a l  song and s to r y  found u n iv e r s a lly . Y et 
the Spanish b a lla d  i s  u n lik e  th a t o f  any oth er European cou n try , 
n ot le a s t  because i t  has a d e f in i t e  p o e t ic  form o f  i t s  own. In  
a l l  p a rts  o f  Europe the b a lla d  began as an o ra l form in tended  to  
be e it h e r  sung o r  r e c i t e d ,  u su a lly  b e fo r e  a s p e c i f i c  a u d ien ce . 
Spain and P ortugal were no e x ce p tio n  to  th is , and that the 
romance was o ft e n  sung in  the pen in su la  there can be no d ou bt.
The C ancionero m u sica l d e l P a la c io , com piled  in  the ea r ly  s i x ­
teen th  cen tu ry , re co rd s  some fo r t y  romances as songs, a l l  o f  
which have a common time sign a tu re  w ith  fou r balanced p h ra ses .^  
Jack Sage suggests th a t i t  may be r e la te d  to p la insong and adds 
th a t : 'T h e  com plete m elody i s  based upon fou r lin e s  o f  e ig h t -  
s y l la b le d  v e rs e ; th is  melody i s  rep ea ted  fo r  each su cce ss iv e  fou r  
lin e s  w ith ou t any e x p l i c i t  v a r ia t io n ' . This corresponds e x a c t ly  
to the m etre and form o f  the romance, which c o n s is t s  o f  o c t o s y l ­
la b ic  l in e s  rhymed in  assonance on the even l in e s , and rep eated
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w ith ou t s ta n z a ic  d iv i s io n  u n t i l  the end o f  the poem. The 
' Romance d e l Cid Ruy D iaz' w i l l  serve  as an i l lu s t r a t i o n  o f  
t h is  form :
Caualga Diego Laynez 
a l  buen rey  b esa r  la  mano 
co n s ig o  se lo s  lleuaua 
lo s  t r e z ie n to s  h i jo s  da lgo 
e n t r e 'e l l o s  yua R odrigo 
e l  sob eru io  C a ste lla n o  
tod os  caualgan a mula  ^
s o lo  R odrigo a c a u a llo .
The assonance here i s  in  a -o  and f a l l s  a t  the end o f  every  even 
l i n e  where, w ithout the a id  o f  pu n ctu ation , a n a tu ra l pause i s  
p e r c e p t ib le  in  both the con ten t o f  the poem and in  the l i n g u i s t i c  
rhythm. The romance th e re fo re  need n ot n e c e s s a r i ly  have been 
sung, as even sim ple r e c i t a t io n  re q u ire s  a sense o f  rhythm and 
f lo w  i f  i t  i s  to be d is t in g u is h a b le  from prose  o r  norm al, con ver­
s a t io n a l  modes o f  sp eech . I f  m usic d id  n ot e n fo r ce  the m etre o f  
th e  romance then i t  i s  p robable  that the n a tu ra l rhythms and 
in to n a t io n s  o f  the C a s t il ia n  language d id .
This unvarying m e tr ic a l form , one which su rv iv es  even today 
in  the now r a p id ly -d is a p p e a r in g  o r a l  t r a d i t io n ,  i s  the ou tstan d in g  
c h a r a c t e r i s t i c  o f  the Spanish romance. The b a lla d s  o f  no o th e r  
cou n try  in  Europe a re  as c o n s is t e n t  o r  as re g u la r  as t h is ;  we 
need  o n ly  look  a t o u r  own E nglish  and S c o tt is h  b a lla d s  in  the 
c o l l e c t i o n s  o f  B ishop Percy o r  C hild  to  see how they vary n ot 
o n ly  in  s y l la b i c  cou n t but a ls o  in  s ta n za ic  d iv i s io n  and the use 
o f  r e f r a in s .  R e fra in s  are o n ly  a la te  a d d it io n  to the romance 
form , added o r  in corp ora ted  by p r o fe s s io n a l p o e ts . Furthermore 
th e  Spanish romance i s  g e n e ra lly  sh o r te r  than b a lla d s  found e l s e ­
w here, ranging from a mere s ix te e n  o c t o s y l la b i c  lin e s  to 1 ,366
l in e s  in  len g th , a lthou gh  even the la t t e r  i s  sh o rt  in  com parison
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w ith  the o r a l  e p ic -b a l la d s  o f  Y ugoslav o r  I c e la n d ic  t r a d it io n
9The con c ise n e ss  o f  ex p ress ion  c h a r a c t e r is t ic  to the romance im­
poses an economy o f  language, the l ik e  o f  which can not be traced  
in  any o th er  b a lla d  t r a d i t io n  to  the same ex te n t. A g rea t dea l 
must be conveyed q u ick ly  and a c t io n  i s  r e a liz e d  r a p id ly  and 
d ra m a tica lly . D e ta il i s  a v o id e d , on ly  the n ecessa ry  s itu a t io n s  
and circu m stances are  o u t l in e d , and ch a ra cters  a re  o f t e n  d e lin ­
eated  by the s l ig h t e s t  e v o ca t io n  o f  r ich n ess  o r  p o v e rty  in  th e ir  
surroundings o r  in  th e ir  c lo t h in g .
S ince the unique c h a ra c te r  o f  the romance has been esta b ­
lis h e d , I  s h a ll  look  more c l o s e l y  a t i t s  s t y l i s t i c  and l in g u i s t i c  
fe a t u r e s .
The Spanish noun romance bears none o f  the ' Romantic' con ­
n o ta t io n s  in  Spanish which i t  r e ta in s  in  English o r  French. The 
c h iv a l r i c  romances e v e n tu a lly  became part o f  the Spanish Romancero 
t r a d i t io n ,  but the word romance means to a Spaniard much the 
same as the word b a lla d  does to  an Englishman -  a song, o r  o r a l  
poem, which i s  t r a d it io n a l  and which appeals to a l l  a ges, o r  a t 
le a s t  evokes a response from a l l  types o f  men. I t  su ggests a 
method o f  com m unication, the ex p ress ion  o f  the c o l l e c t i v e  con ­
sc io u sn e ss  o r  communal e x p e r ie n ce  o f  a people o r  r a c e , a lthough 
n ot n e c e s s a r ily  th at o f  a n a t io n . I t  d i f f e r s  from the e p ic  o r  
the ca n ta r de gesta  in  th at i t  i s  not n a t i o n a l i s t i c .  Even when 
n a t io n a l heroes are the p ro ta g o n is ts  o f  a romance, they remain 
human and f a l l i b l e .  The romance dea ls with human natu re  and human 
drama, n ot w ith  heroism . I t  i s  poetry  o f  a peop le  and fo r  a p eop le .
E ty m o lo g ica lly , the word i t s e l f  i s  a clu e  to i t s  own meaning. 
Corominas s ta te s  in  h is  D ic c io n a r io  c r i t i c o  e t im o lo g ic o  de la 
lengua ca s te lla n a  that i t  comes down from : 'R om anic?' -  ' adverb io  
a p lica d o  a l habla de lo s  romanos, y posteriorm en te a l  lenguaje  
hablado de las  n acion es rom anizados' . ^ This d e f in i t i o n  a ls o
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conveys some sense o f  the age o f  the w ord. A fte r  the Roman 
in v a s ion  o f  Spain, the L atin  spoken by th ose rem aining p re - 
Roman in h a b ita n ts  would be gram m atica lly  p oor , and was known 
as 1 romance' ra th er than L atin  because i t  was a v u lg a r  form .
' Romanice' o r  ' romance' came to  bear the meaning ' in  the v er­
n a cu la r to n g u e ',  as we are inform ed by C ovarrubias (1 6 1 0 ):^
E ste nombre es g e n é r ico  a la  lengua toscan a , 
a la  fra n cesa  y a la  esp a ñ ola , por quanto 
e s ta s  t r e s  se d er iv a ron  de la  pureza de la  
lengua la t in a , la  que lo s  romanos, como ven­
c e d o re s , in trod u xeron  en e s ta s  p r o v in c ia s . . .
Después e l  vu lgo  lo  corrum pio tod o , y 
quedamos con e l  len gu a je  que oy  se u s a , . . .
One m ight e x p e c t , then, that any form o f  song o r  o r a l  p oetry  
bearin g  t h is  name would be in  the v ern a cu la r , u n lik e  the e c c le s ­
i a s t i c a l  p o e try  and o f f i c i a l  documents o f  the M iddle Ages which 
were w r it te n  in  L a tin  and which would con tin u e  to be so f o r  
se v e ra l c e n tu r ie s .  P oetry  w r itte n  la t e r  in  th is  p a r t ic u la r  
form and d ia l e c t  would be l i k e ly  to  bear the same name, and the 
e a r l i e s t  known record  o f  a l y r i c a l  romance i s  to be found in  
the n otebook  o f  a M ajorcan s tu d en t, Jaume de O lesa . The fr a g ­
ment found there i s  th at beg in n in g  ' G en til dona, g e n t i l  dona' 
which d a tes  from around 1421. O bv iou sly  romance p oe try  e x is te d  
b e fo re  th a t date a lthough  i t  was o f  le s s  l y r i c a l  o r  amorous 
n atu re , and more l ik e ly  to  be o f  the ' new s-bearin g ' o r  n o t ic ie r o  
ty p e . I t  i s  thought that th is  type was composed throughout the 
th ir te e n th  and fou rteen th  c e n tu r ie s , and Tomas Navarro Tomas, 
p la c in g  i t  w ith in  the Juglaréa  s e c t io n  o f  h is  M étrica  esp a ñ o la , 
c o n je c tu r e s  that troubadour in flu e n c e  may have been the reason 
f o r  f i f t e e n t h -c e n t u r y  romances having been composed in  o c t o s y l ­
la b le s .^  A ntonio de N eb rija , however, would seem to  have thought 
o th e rw ise . In h is  Gramática de la lengua c a s te l la n a , published
in  1492, he says:
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El tetrám etro iam bico, que llam an los 
la t in o s  o c to n a r io , y n u estros  poetas 
p ie  de romances, t ie n e  regularm ente 
d ie z  y s e is  s i la b a s ; y llam aron lo 
te trám etro , por que tie n e  cu a tro  as- 
s ie n to s ; o c to n a r io  por que t ie n e  ocho 
p ie s ;  como en e s te  romance a n t ig u o :« ••
So fa r  i t  has been es ta b lish e d  th a t  the romance i s  a 
p o e t ic  form , o r ig in a l ly  o r a l in  n atu re , composed in  the v er­
n acu lar tongue o f  the Spanish n a tion  from  the th ir te e n th  
cen tu ry  onwards and maybe even e a r l i e r .  When p r o fe s s io n a l 
poets  and men o f  le t t e r s  began to  r e c o g n iz e  i t  as a form , 
sev era l th e o r e t ic a l  arguments a rose p a r t i c u la r ly  regard ing  
the m etre . The m ost im portant n a t io n a l forms o f  o r a l  poetry  
in  the e a r ly  M iddle Ages had been the e p ic  and the can tar de 
gesta  ( r e la te d  to the chanson de g e s te s  o f  French o r i g i n ) .  
These g ran d iose  poems, r e c it e d  to eager au d ien ces, have gene­
r a l ly  n o t  surv ived  but have been c a r e fu l ly  recon stru cted  from 
ev id en ce  found in  the la t e r  c h r o n ic le s  o f  the m edieval c i v i l  
wars. They were much longer than any o f  the romances and, 
when re g u la r , were composed in  lin e s  o f  fou rteen  o r  s ix te e n
s y l la b le s  w ith  asson an ta l rhyme a t the end o f  each l in e .
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Each l in e  was d iv id e d  in to  h em istich s by a caesu ra :
The assonance here i s  in  a - o .  These form s were n ot d iv id ed  
in to  strop h es o r  stanzas using a re g u la r  scheme, but in stead  
broke o f f  a t  the end o f  a p a ra g ra p h -lik e  s tru ctu re  known as 
a la i s s e . Each la i s s e  re g u la r ly  used o n ly  one type o f  
assonance throughout.
De lo s  sos o io s  
tom ava la cabeca 
v io  puertas a b ie rta s  
a lcándaras v a z ia s , 
e s in  fa Icon es
tan fu ertem ien tre  llo ra n d o  
e e s ta v a lo s  catando 
e ucos s in  cañados 
s in  p i e l l e s  e s in  mantos 
e s in  a d to re s  mudados.
I t  Is  reason ab ly  c le a r  from t h is  where N eb rija  d er iv ed  the 
form al s tru c tu re  o f  the romance w hich he uses as an example in  
the G ram ática. . . :
D igas tú e l  erm itaño, que hazes la  santa v id a
A quel c ie r v o  d e l p ie  b lan co  ¿Dónde haze su manida!
The l in e s  have s ix te e n  s y l la b le s  bu t c le a r ly  d iv id e  in to  o c t o ­
s y l l a b i c  h em istich s  and the assonance in  i - a  i s  a t the end o f  
each l i n e .  Not a l l  o f  N e b r i ja 's  n ear con tem poraries would have 
agreed  w ith  him, and many modern h is p a n is ts  a re  adamantly in  
o p p o s it io n  to h is  d e f in i t io n  o f  th e  form .
S . G risw old M orley took  up th e  argument in  1916 in  h is  
a r t i c l e  f o r  the Romanic Review ' A re the Spanish Romances 
w r itte n  in  Q uatra ins?' He in v e s t ig a te s  the whole q u estion
o f  l in e - le n g t h  and arrangement in t o  stanzas o r  s trop h es , beg in ­
n ing w ith  the arguments o f  M ilá y  Fontanals in  1874, through 
th ose  o f  Foulché— D elbosc and Menéndez P id a l on opposing s id e s . 1 1  
He o u t l in e s  Pio R a jn a 's  argument (1 9 1 3 -15 ) th a t the romances 
are e n t i r e ly  d i f f e r e n t  from the e p ic s  a lthough  in flu en ced  by
them, and th at they are d iv id ed  in t o  stanzas e it h e r  w ith  fo u r
12o c t o s y l la b i c  lin e s  o r  two s ix t e e n -s y l la b le d  l in e s .  M o r le y 's  
p o in t  i s  th at fo u r  sh ort lin e s  would su ggest an a r t i s t i c  dev­
elopm ent w ith in  the genre and th a t  the romances would be sung 
in  th ose  sta n za s . S ince those romances c o l l e c t e d  in  the e ig h t ­
eenth and n in eteen th  ce n tu r ie s  show no s t r o p h ic  system he con ­
c lu d e s  th at no gap can have e x is t e d  between the romances v ie jo s  
and the m edieval e p ic  form in  which u n its  o f  one long l in e  (tw o 
o c t o s y l la b le s  w ith  a caesu ra ) were grouped in  la is s e s  o f  a 
s in g le  asson an ce . He supports h is  own argument in  favou r o f  an
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a s tro p h ic  form with statem ents taken from E n cin a 's A rte de
trob a r  (1 4 9 6 ), N e b r i ja 's  Gramática ca s te lla n a  (1 4 9 2 ) and
13A rgote de M olin a 's  Romancero antiguo c a s te l la n o  (1 5 7 5 ).
He l i s t s  the use o f  q u a tra in s  o r  s ta n za ic  s tru c tu re s  in  a l l  
f i f t e e n t h  and s ix te e n th -ce n tu ry  c o l l e c t io n s  o f  romances in  
o rd er  to  show how, f o r  in s ta n ce  in  the Romancero general 
(1 6 0 0 ) , one i s  a b le  to t e s t  f o r  q u a t r a i n s . I f  lin e s  are 
d iv i s ib l e  by fou r , o r  pause w ith  punctuation  a f t e r  every fo u r  
l in e s ,  o r  bear on ly  a m inor pause on the second l in e  o f  each 
group o f  fo u r , then i t  i s  l i k e ly  that the romance in  q u estion  
i s  d e l ib e r a te ly  s tro p h ic  in  form , as are  those o f  the Romancero 
g e n e ra l. Other e ru d ite  rom ances, e s p e c ia l ly  th ose  composed 
a f t e r  1550, tend towards a fo u r - l in e  s tro p h ic  c o n fig u r a t io n , 
o r  cu a rte ta  de romance, and a f t e r  1589 and the p u b lic a t io n  o f  
Pedro de M oncayo's F lor  de v a r io s  romances nuevos y ca n ta res , 
the use o f  the quatra in  appears to have become the ru le  ra th e r  
than the ex ce p tio n . Carreno g iv es  a f ig u r e  o f  e ig h ty  per ce n t  
by the time the Romancero gen era l a p p e a r e d .^  This p r a c t ic e  is  
con tin u ed  in to  the comedia f o r  n a rra tiv e  m onologues, a lthough  
n o t f o r  the purposes o f  d ia lo g u e . This i s  stran ge when one 
co n s id e rs  that a high p ro p o r t io n  o f  romances v i e j o s  in co rp o ra te  
long passages o f  u n in terru p ted  d ia lo g u e . M orley o u t lin e s  a 
c le a r  d is t in c t io n  between th ose  la t e r  d e l ib e r a t e ly  s tro p h ic  
romances and the u n in te n tio n a l qu atra in s o f  o c t o s y l la b ic  l in e s  
o c c a s io n a l ly  found in  the romance v i e j o .
I  have spoken o f  Navarro Tomas's b e l i e f  th a t the o r ig in a l  
romance form co n s is te d  o f  o c t o s y l la b i c  l in e s , and fo r  many 
years th is  b e l i e f  p re v a ile d  among H ispanic s c h o la r s , a lthough  
an o c ca s io n a l return  to th e  s ix t e e n -s y l la b le  ca se  keeps the 
debate open . However, t h is  i s  n ot a new d is p u te ; Juan d e l
Enclna g iv e s  us h is  thoughts on and d e f in i t io n s  o f  the romance
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in  h is  A rte  de p oes ia  c a s t e l la n a : 16
s i  es de cu atro  p ie s  puede s e r  ca n ción  y 
ya se puede llam ar c o p la , y  aun lo s  romances 
suelen  y r  de cu a tro  en cu a tro  p ie s ,  aunque 
no van en consonante s in o  e l  segundo y e l  
cu arto  p ie  y  aun la s  d e l tiempo v i e j o  no 
van por verdaderos con son a n tes« . . serán dos 
versos  en una c o p l a . . . .
He d i f f e r s  from N ebrija  in  m atters o f  m etre but n ot o f  rhyme, 
which he says i s  a sso n a n ta l. There i s  n a tu r a lly  some doubt 
about the nature o f  the rhyme. Navarro Tomás p o in ts  o u t that 
during the second h a l f  o f  the f i f t e e n t h  cen tu ry  assonance was 
o ft e n  rep la ced  by con son anta l rhyme, w h ils t  in  the R enaissance 
th is  tendency was abandoned by the romancero poets  f o r  the 
o ld e r  t r a d i t io n  o f  an asson a n ta l rhyme-scheme. The co n fu s io n  
ov er  th ese  m atters appears to  have been f a i r l y  gen era l and more 
r e c e n t ly  sch o la rs  have found i t  d i f f i c u l t  to d ec id e  what was 
common p r a c t ic e  and what was n o t , in  s p it e  o f  the a c c e s s i b i l i t y  
o f  accou nts contem porary w ith  the rom ancero. Much sp e cu la tio n  
has a r is e n  ov er  a s in g le  remark made by the Marques de 
S a n tilla n a  in  h is  Prohemio e ca rta  a l  C ondestable de P o rtu g a l; ^
In fim os son a q u e llo s  que syn ningund orden , 
reg la  n in  cuento fazen  romances e can tares 
de que la s  gen tes de ba ja  e s e r v i l  co n d i­
c ió n  se a le g ra n .
This would suggest some co n fu s io n  and i r r e g u la r i t y  in  the 
com p osition  o f  romances, which many s ch o la rs  ( in c lu d in g  H. R. 
Lang) in te r p r e t ,  through S a n tilla n a , as the r e s u lt  o f  i t s  c o r ­
ru p tion  by the low er c la s s e s  o r  by inadequate troubadour p o e ts . 
Dorothy Clarke i s  qu ick  to  p o in t  ou t th at ou r knowledge o f  
f i f t e e n th -c e n tu r y  c r i t i c a l  term in ology  i s  n o t p e r fe c t ,  and that
the Marques de S a n tilla n a  may n o t have intended the words ' s in  
cuento ' to  stand f o r  'w ith o u t  s y l la b ic  c o u n t ',  but ra th e r  some 
exp ress ion  n ea rer  to  ' i n  co u n t le s s  n u n b e rs '. She a ls o  in s i s t s  
that these words a re  not c o n c lu s iv e  p r o o f  o f  the th eory  o f  the 
m e tr ica l s tr u c tu r e  o f  the Spanish romance, because the word 
romance may n o t  have reached th a t p a r t ic u la r  e ty m o lo g ica l stage 
by the time S a n til la n a  was w r it in g . We have seen how the word 
romance emerged, and i t  i s  n o t  u n t i l  the s ix teen th  cen tu ry  that 
the word rom ancero comes in to  use as the d e f in i t io n  o f  a c o l ­
le c t io n  o f  b a lla d s  (C orom inas), and even then i t s  usage may n ot 
have been l im ite d  to  that o f  a s p e c i f i c a l l y  l i t e r a r y  term .
Even when d is cu s s in g  m etre in  h is  D iálogo de la  lengua,
Juan de Valdés does n ot use the word romance in  terms o f  a
m e tr ica l form a lo n e  but a ls o  in  the way o f  i t s  o r ig i n a l  d e f in i -
19t io n  -  ' in  the v ern a cu la r  tongue' :
Y s ien d o  a s s í  que la  g e n t ile z a  d e l metro 
c a s t e l la n o  c o n s is te  en que de t a l  manera 
sea m etro que parezca  prosa , y  que lo  que 
se s c r iv a  se diga como se d ir ía  en prosa , 
tengo p er  buenos muchos de lo s  romances 
que stán  en e l  C ancionero g e n e r a l; por 
que en e l l o s  me con ten ta  aquel su h i lo  de 
d e z ir  que va continuado y l la n o , tanto que 
p ien so  que lo s  llaman romances porque son 
muy c a s to s  en su romance.
Valdés d ir e c t s  ou r  gaze towards two fu r th e r  a sp ects  o f  the 
romance. F i r s t l y ,  that a sp e ct o f  con tin u a tion  w ith ou t d iv is io n  
in to  stroph es o r  stan zas , o r  by a r e f r a in .  Here i t  i s  made 
p la in  that 'a q u e l  su h i lo  de d e z ir  que va con tin u ado ' appeals 
to Valdés because i t s  q u a l i t ie s  r e la t e  i t  to  a n a tu ra l way o f  
speaking. As i f  t e l l in g  a s to r y  -  ' Lo que se s c r iv a  se diga 
como se d ir ía  en p rosa ' • T h is  lin k  w ith the s tra ig h tfo rw a rd  
n a rra tion  o f  f o l k t a le s  o r  o th e r  m a ter ia ls  seems to be the 
reason f o r  the s u r v iv a l o f  the romance*s n o n -s tro p h ic  s tr u c tu r e .
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S econdly , once i t  has been found to s e t t l e  e v en tu a lly  in to  an 
e s ta b lis h e d  m e tr ic a l  form , o c t o s y l la b i c  and rhyming in  assonance 
on even-nunbered l in e s ,  then i t  i s  p o s s ib le  to  take a c lo s e r  
look  a t  the e x p r e s s iv e  form o f  the romance. The s im p lic i ty  and 
s tra ig h tfo rw a rd  p la in n ess  o f  the language o f  the romances v le jo s  
(th o s e  assumed to  have descended by an o r a l  method o f  tra n s­
m iss ion  u n t i l  t h e ir  re co rd in g  in  the ca n c ion eros  and romanceros 
o f  the la te  f i f t e e n t h  to  e a r ly  seventeenth  c e n tu r ie s )  are o f  
prime im portance in  the study o f  the b a l la d .
I  have a lre a d y  noted  the econ om ica l use o f  language in  the 
romance as compared w ith  th at o f  the b a lla d s  o f  o th er  European 
c o u n tr ie s . I t  i s  f o r  the most p a rt n a rra t iv e  in  s ty le  and 
q u a lit a t iv e  ra th e r  than q u a n t ita t iv e , f o r  i t  i s  ra re ly  hampered 
by unnecessary d e s c r ip t iv e  p a ssa ges . A d je c t iv e s  and adverbs 
are n o t ic e a b ly  la ck in g  and even ra re , in trod u ced  on ly  f o r  
s p e c i f i c  n a rra t iv e  purposes such as ra p id  ch a ra cte r  sk etch in g . 
Nouns and verbs  are  the predominant elem ents o f  speech in  the 
romance em phasizing 'w hat i s  happening to  whom' w h ils t  d is ­
regard in g  ' how' . By g e n e r a liz a t io n  o r  om ission  o f  background 
elem ents, the co n ce n tra tio n  f a l l s  on a s p e c i f i c  moment in  a 
t a le ,  n a rra tin g  i t  in  terms o f  human m otives in  language a c ­
c e s s ib le  to  a l l .  The n a rra tor  o r  s in g e r  i s  anonymous and 
o b je c t iv e ,  r e la t in g  h is  s to ry  w ithou adornment o r  b ia s . The 
m otives and em otions o f  the ch a ra c te rs  a re  never analysed o r  
even q u estion ed  and n e ith e r  a re  m orals drawn. The s in g e r  is  
o b je c t iv e  -  h is  fu n c t io n  is  to  t e l l  o n ly  the ta le  and to pass 
n e ith e r  judgement n or comment. His own p e rs o n a lity  ra r e ly  in ­
vades, and o n ly  in  a very  few romances does the ' yo ' o r  ' I ' 
persona become in v o lv e d . Yet the n a rra to r  can become dram atic­
a l l y  in v o lv e d  in  the a c t io n  o f  h is  s to r y  by using d ir e c t  speech
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from the mouths o f  h is  p ro ta g o n is ts «  D ialogue i s  extrem ely 
common in  the romance to  the e x te n t  that some c o n s is t  o f  l i t t l e
more than a s c e n e -s e t t in g  phrase a t  the beg in n in g  fo llow ed  by
20a co n v e rs a t io n , as in  the Romance de Abenamar:
Por G uadalqu ivir a rrib a  
e l  buen rey don Juan camina
* encontrara  con vn Moro
que Abenamar se dezia
El buen Rey desque lo  v id o
d e sta  suerte le  dezia
Abenamar Abenamar
Moro de la  M orería
h i j o  eres de vn Moro perro
y de vna C h ristian a  ca tiu a .
No punctuation  has been used in  th is  romance to in d ic a te  who 
m ight be speak in g . We cannot know whether the s in g er  o r  t e l l e r  
o f  the romance would d i f f e r e n t ia t e  by tone o f  v o ic e  o r  pauses 
betw een each speaker, but i t  i s  o ft e n  p o s s ib le  to judge the 
s o c i a l  s ta tu s  o f  d i f f e r e n t  speakers in  one romance by comparing 
th e  ton a l q u a lit y  o f  th e ir  language. Most o f t e n  however the 
s in g e r  in trod u ces  each ch a ra cter  with a sh o r t  phrase such as 
' A l l f  h ablara  G ranada/al buen rey  le  r e s p o n d ía '.  T o ta lly  
n a r r a t iv e  romances a re  in  fa c t  r a r e , a lthough  on ly  a few are 
composed com p lete ly  in  d ia lo g u e :
Moro Alcayde Moro a lcayde 
e l  de la barva v e l l id a  
e l  rey  os manda prender 
porque Alhama es perdida 
s i  e l  rey me manda prender 
porque es Alhama perdida 
e l  rey  lo  puede hazer
mas yo nada le  devia  ( C ancionero de romances
p .2 4 8 ) .
No d e s c r ip t iv e  o r  in tro d u cto ry  lin e s  are used in  th is  b r ie f  
romance, and once aga in  no d i f f e r e n t ia t io n  i s  made between 
th e  sp eak ers . I t  i s  w r itten  in  a com p lete ly  con v ersa tion a l
manner, in  the way th at a tape re co rd e r  m ight record  th e  
w ords, co n tin u ou s ly  and c l e a r l y ,  p r e c is e ly  because o f  i t s  
p la in  language.
This l i n g u i s t i c  s im p l ic i t y  and economy i s  a fu r th e r
unique c h a r a c t e r is t i c  o f  the H ispan ic b a lla d  and y e t  Ruth
House Webber p o in ts  ou t in  h er  study o f  fo r m u lis t ic  d i c t i o n
in  the romance th a t , lam entab ly , few s tu d ie s  have been conduc- 
21ted  in  th is  a re a . Using 237 poems, a t o t a l  o f  22 ,212  o c t o ­
s y l l a b i c  l in e s ,  she se ts  o u t to  show (w ith ou t redu cin g  language 
to  s t a t i s t i c s ' . )  how mnemonic form ulas are  used p r o fu s e ly  in  
p opu lar p o e try . The r o le  o f  th ese  form ulas i s  o fte n  t o  in t r o ­
duce d ia lo g u e  o r  a c t io n , some o f  which have a lready  been  seen 
b r i e f l y  in  e a r l i e r  q u o ta t io n s :
Cavalga Diego L a y n e z ...  ( o r  o th e r  person )
De lo s  sus o j o s . .• l l o r a n d o . . .
Por G u adalqu ivir a r r i b a . . .  ( o r  o th e r  lo c a t io n )  
e l  buen rey  don Juan ( e t c . )  ca m in a ...
El buen rey  desque lo  v id o  
desta  su erte  le  d e z i a . . .
Many form ulas a re  sim ple s h o r t  phrases -  ' de esta  manera' , ' de 
e s ta  su e r te ' -  whereas o th e rs  a re  pa ired  f o r  extra  e f f e c t :
FablS M artfn A n to lfn e z , ord red es lo  que a d ic h o .
They may in trod u ce  an a c t io n  o r  supply a g eog ra p h ica l lo c a t io n  -  
' e l l o s  en aquesto estan do ' • They may be p r e s c r ip t iv e  form s o f  
address o r  o th e r  r e p e t i t iv e  o r  p a r a l l e l i s t i c  d e v ice s  -  ' C a lled es , 
h i ja ,  c a l l e d e s ' ,  ' t ir a n  unos, t ir a n  o t r o s ' , o r  they may express
n oth in g  more than tim e o r  p la c e  -  'La  mariana de San J u a n ', 'A
22la s  o r i l l a s  d e l  mar’ .
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Many fo r m u l is t i c  d ev ices  a re  found in
the su rv iv in g  Spanish e p ic s  and in  th ose  o f  o th e r  European 
co u n tr ie s »  and Webber says th at they a re  ' c h a r a c t e r is t ic  o f  
a l l  p opu lar p oe try  o f  any n a t io n a li ty ' (p .2 0 9 ) .  Longer 
b a lla d s  con ta in  a g re a te r  percentage o f  form ulas, which belon g  
s p e c i f i c a l l y  to  e it h e r  odd- o r  even-nunbered lin e s  but n o t to 
b o th . Formulas were alm ost undoubtedly instrum ental in  a p ro­
ce ss  o f  both  com bining and s e le c t in g  remembered terms and 
f i t t i n g  them to  the lin e  length  ( i f  a f ix e d  l in e  len gth  i s  
presum ed).
W ebber's con c lu s io n s  a re  that i f  a romance con ta in s  more 
than t h ir t y -t h r e e  per cen t o f  t r a d it io n a l  fo rm u la ic  m a te r ia l i t  
can d e f i n i t e ly  be c la ss e d  as a romance v l e j o ,  w h ils t  any one 
co n ta in in g  le s s  than tw e n ty -fiv e  per ce n t  i s  o f  ' d ou b tfu l tra d - 
i t i o n a l i t y '• Whether o r  n o t  we agree w ith  th is ,  she makes the 
p a r t i c u la r ly  v a l id  p o in t th a t the s ix te e n th -ce n tu ry  com p ilers  
o f  rom anceros would be in c l in e d  to reproduce c o u r t ly  ra th er  than 
u n s o p h is t ica te d  forms o f  a b a lla d , and that any fo r m u lis t ic  
tren d s  would s u f f e r  in  the hands o f  p r o fe s s io n a l s in g ers  and 
e d i t o r s ,  In th is  she opposes Menendez P id a l, who cla im s that 
i t  i s  the low er c la s s e s  o f  s in g er  who are detrim en ta l to the 
a e s t h e t ic s  o f  the romance. N everth e less , Webber i s  not a lon e  
in  h er  s ta n ce . G. N. Calhoun and o th e rs  f e e l  th at these 'm ost
p e r fe c t  and b e a u t i fu l ' form ulas add charm to the d ic t io n  o f  any
23b a lla d  t r a d i t io n .  Webber in s i s t s  th a t to be au th en tic  th e ir  
beauty  must be accompanied by u t i l i t y .
Joseph S z e r t ic s  a lso  stu d ies  one o f  the l in g u i s t i c  a sp ects
24o f  the romance, in v e s t ig a t in g  the use o f  tenses and v e rb s .
This is  perhaps n ot such a n eg le cted  area , as changes o f  verb  
ten se  had p re v io u s ly  been looked a t by Leo S p itz e r , Karl V oss ler  
( im p e r fe c t  ten se ) and Becker and W right (th e  -r a  form) on s in g le
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ten ses , and by Menéndez P id a l as a g e n e ra l ru le  ( i n  the Cantar 
de Mio C id )«  These were n ot com prehensive s tu d ie s . S z e r t ic s  
examines the use o f  se v e ra l ten ses in  th e  in d ic a t iv e  mood -  
p resen t, h i s t o r i c  p resen t and a d e s c r ip t iv e  p resen t, s e v e ra l 
uses o f  the im p e r fe c t , sev era l p r e t e r i t e s ,  the p lu p e r fe c t  and 
the form s in  - r a .  He regards the in d ic a t iv e  as both  the m ost 
used and th e  m ost e x p re ss iv e  mood, w ith in  which th ere  e x is t s  
an a lt e r n a t io n  o f  verb  ten ses a lon g  w ith  o th e r  tem poral p e cu l­
i a r i t i e s  ( f o r  in s ta n ce , an unreal im p e r fe c t , as a c h i ld  m ight 
say -  ' Yo era  e l  re y , tu la  re in a ' -  when p lay in g  a game in  
the p resen t moment). He approaches the s t y l i s t i c  a sp e c ts  in  
the l i g h t  o f  m edieval e p ic  p r a c t ic e s  and o f  the ju g la r e s c o  a r t ,  
whose purpose i t  was to  move the au d ien ce  o r  even to  evoke t h e ir  
p a r t i c ip a t io n .  He con clu d es  th at th is  m ix in g  o f  ten ses co u ld  
be a m ost p ow erfu l e x p re ss iv e  mediun: 'E s t e  tiempo es mas b ie n  
s u b je t iv o  que o b je t iv o  y su re a lid a d  no s e r fa  c o n ce b ib le  s in  
la  memoria que, d is t in g u ie n d o  e l  pasado y  e l  p resen te , s ir v e  de 
la zo  en tre  a m bos '. L ike R afael Lapesa he con clu des th a t the 
m ixing o f  ten ses  i s  p u re ly  a n a rch ic . Some a lte rn a t io n  o f  one 
s p e c i f i c  ten se  w ith  another does o ccu r  b u t f o r  the m ost p a rt 
they sw itch  between v iew p o in ts , and n o t w ith ou t good re a so n . 
Tense changes c a l l  a t te n t io n  to c e r ta in  ch a r a c te r s , a c t io n s  o r  
a sp ects  o f  the romance. They can a c c e le r a t e  the rhythm o f  the 
l in e ,  e n r ich  the s t y l e ,  in t e n s i fy  and a c ce n tu a te , and a re  par­
t i c u l a r ly  in te r e s t in g  when they occu r  w ith in  a d ia lo g u e .
S z e r t i c s 's  method i s  c h ie f l y  to enumerate the more gram m atica lly  
unusual uses o f  tense o r  tense com b in a tion , many o f  w hich, n ever­
th e le s s , have con tin u ed  on in to  modern p o e t r y .
Other s tu d ie s  o f  the romance dea l w ith  a sp ects  o f  i t s  s t y le  
and o r ig i n s .  Dorothy Clarke look s  a t  f o r t y - s i x  e a r ly  romances
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in  r e la t io n  to can tares in  terms o f  consonance and assonance
( in c lu d in g  agudo or m asculine endings which would be sung o r
r e c it e d  w ith  the a d d it io n  o f  a p a ra gog ic  ' e ' to make up the
25f i n a l  s y l la b le  o f  the l i n e ) .  She cla im s th at the romance 
shows G a lic ia n -P ortu gu ese  t r a i t s  and that i t  was probably  
rhymed con son a n ta lly  ra th er than in  assonance u n t il  the b eg in ­
n ing o f  the s ix teen th  cen tu ry . She a t t r ib u te s  the in tro d u c t io n  
o f  assonance to p o e t ic  l i c e n c e , the d i f f i c u l t y  o f  f in d in g  enough 
con son anta l rhymes, and the monotony o f  id e n t ic a l  rhyme, and 
then adds that i f  consonance preceded  assonance ' the fa c t  would 
in d ic a te  th at the romance was, in  i t s  b eg in n in gs, a form more 
learned than popular' ( p .9 9 ) .  To v e r i f y  her statem ent she c i t e s  
Merimée: 'T h e grea t m a jo r ity , even o f  the v i e j o s , were composed
a r t i f i c i a l l y  and d e l ib e r a t e ly , from the f i f t e e n t h  cen tu ry  o n . . . ' ,
2 6which proves l i t t l e  to do with the ea r ly  romances. The next 
s e c t io n  o f  C la rk e 's  study is  devoted  to the use o f  h ia tu s  and 
synaloepha as a means o f  dating  the romances approx im ately .
Having sa id  that the ru les  o f  h ia tu s  and synaloepha depend upon 
the r e g u la r it y  o f  the lin e  le n g th , she goes on to g iv e  a f u l l  
account o f  them w ith in  ir r e g u la r  l in e s .  On co n s id e ra t io n  o f  the 
Marques de S a n t il la n a 's  famous remark on the romance she d ec id es  
that 'w i t h  a l l  the key words o f  S a n t il la n a 's  sh ort d e f in i t io n  
being o f  u ncerta in  meaning, n oth in g  a t a l l  can be proved from 
the statem ent' ( p . 1 2 0 ) and ends w ith  her c o n v ic t io n  th at the 
romances o r ig in a te d  as o c t o s y l la b i c  com position s and n ot as two 
h alves o f  the cantar de gesta  l i n e .
U n fortun ately , many o f  the s tu d ies  on the romance f a l l  in to  
the same traps o f  assum ption, presum ption and p e tty  b ic k e r in g . 
A lte r n a t iv e ly  they may be based on t o t a l ly  unfounded ev id en ce .
*  *  *  *  *
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The romances a re  n ot co n fin e d  to  any one s u b je c t . Many
themes and types o f  su b je c t  m atter  a re  trea ted  in  the t r a d i t io n
and a c c o r d in g ly  th ese have been c a te g o r iz e d  to  a g r e a te r  o r
le s s e r  e x te n t by each com piler o f  an  an th ology  o r  c o l l e c t i o n .
A gustín  Duran draws f in e  d i s t in c t io n s  between the types in  h is  
27Romancero. Others are e it h e r  l e s s  am bitious o r  b roa d er  in  
t h e ir  c a t e g o r iz a t io n s . W. J .  E n tw is t le  i d e n t i f i e s  fo u r  m ajor 
d iv i s io n s  which are H is t o r ic a l ,  in c lu d in g  n o t i c i e r o s ,  f r o n t ­
e r iz o s  and e p ic  romances, C la s s ic a l  romances using L a tin  and 
m y th o lo g ica l m a te r ia l, R e lig io u s  romances f o r  en terta inm ent, 
e d i f i c a t i o n  and m oral edu ca tion , and L ite ra ry  romances which 
co u ld  be e it h e r  o r a l  o r  w r itte n . The l i t e r a r y  romances o fte n  
d e a lt  w ith  n ovelesque forms u sin g  A rth urian  o r  C a ro lin g ia n  sub­
j e c t  m a tte r , sem i-C aro lin g ian  and in te r n a t io n a l b a lla d  themes, 
lo v e  and adventure s t o r i e s ,  a tra g ed y  o r  ju s t  an in te r e s t in g  
e v e n t . The M orisco b a lla d s  would a ls o  be in clu d ed  in  t h is  
s e c t io n  (a s  would a l l  romances n uevos o r  a r t í s t i c o s ) .  S . &. 
M orley d iv id e s  the romances in to  o n ly  three c a t e g o r ie s ;
N a tion a l h i s t o r i c a l ,  French rom an tic  e p ic s  and ce r ta in  U niver- 
28s a l  f o l k l o r i c  themes. The fo u r  c a te g o r ie s  used by D. W.
29F o ste r  a re  H is t o r ic a l ,  F ro n t ie r , N ovelesque and C a ro lin g ia n . 
O thers r e -in tr o d u c e  the r e l ig io u s  ca te g o ry  o r  g iv e  the M oorish 
b a lla d s  a s e c t io n  o f  th e ir  own, b u t  by and la rg e  there i s  no 
d e f i n i t e  system o f  c a te g o r iz a t io n , and i t  i s  u n lik e ly  th a t  a 
s a t i s fa c t o r y  one cou ld  be found f o r  a l l  purposes due to  the 
e x te n t o f  over la p  in  b a lla d  them es.
*  *  *  *  *
A lthough both themes and s u b je c t  m atter are  numerous, there 
i s  a t  le a s t  in  the romance v i e j o  some p a ttern  and l im it a t io n .
B eginning w ith  a l l  those romances which cou ld  be c la s s e d  as
h is t o r i c a l  we f in d  that they have sev era l p o in ts  in  common 
w ith  one another. Much o f  the s u b je c t  m atter i s  derived  
d i r e c t ly  from the e p ics  and can tares de g e s ta , and i s  con cern ed  
f o r  the most part w ith war and w arlike  o r  p o l i t i c a l  e v e n ts , 
being alm ost t o t a l l y  n a rra tiv e  in  s t y l e .  Any ly r i c a l  elem ent 
i s  s l i g h t  because the poems a re  d ea lin g  w ith  the events o f  k in g ­
doms o r  n a tio n s . One n o t ic e a b le  and o ft e n  ted iou s  fe a tu r e  fo r  
the m odem reader i s  that they re g u la r ly  r e ly  on the r e a d e r 's  
fa m il ia r i t y  w ith the course o f  events in  the e p ic  c y c le  in  ques­
t io n , thereby beginn ing and ending a b ru p tly  w ith  l i t t l e  o r  no 
e la b o ra t io n  o f  scene o r  c ircu m sta n ces . M orley d iv id e s  th e  h is ­
t o r i c a l  romances in to  a fu r th e r  f i v e  s e c t io n s  based on s u b je c t  
m a tter .
The romances o f  King R odrigo t e l l  o f  a r e a l k ing who was 
sa id  to  be re sp o n s ib le  f o r  the lo s s  o f  Spain to  the Moors be­
tween A.D.711 and 712. In s p it e  o f  the e a r ly  date o f  the sub­
j e c t  m atter they are  o ft e n  thought to  be the la t e s t  o f  th e  
h is t o r i c a l  romances, having emerged a f t e r  the c h r o n ic le s .  They 
are n o t fragments and there i s  a u n ity  even w ith in  the c y c le  
o f  romances, which g iv es  an alm ost 'n o v e l i s t i c '  p ro g re ss io n  
(F o s te r )  from one to  a n oth er. I t  i s  p o s s ib le  th at they were 
taken from Pedro de C o r r a l 's  C rónica Sarracina (c .1 4 3 0 ) which 
fo l lo w s  the events o f  the M oorish  con quest, but by the tim e 
they appear in  the la te  f i f t e e n th -c e n tu r y  romances the fa c t s  
from the c h r o n ic le  have a lrea d y  been m o d ifie d . Unlike many o f  
the purely  fa c tu a l-a c co u n t  rom ances, the la t e r  R odrigo romances 
have a very  human ap p ea l. They dea l w ith the a c t io n s  o f  one 
man whose s in s  a re  re sp o n s ib le  f o r  G od 's r e t r ib u t io n  in  the 
lo s s  o f  Spain to  th eV loors . Some have seen C h ristia n  symbolism 
in  t h is ,  but as a whole the c y c le  g iv e s  person a l, hunan dim ensions
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to the fa c t s  behind the M oorish  con q u est, as F o ste r  sa y s :
' to  e x p la in , as i t  w ere , in  hunan terms what m ight have been 
a d is a s t e r  com preh en sib le  a t  th at tim e o n ly  as a d iv in e  
judgem ent' ( E arly Spanish  B a lla d , p .5 8 ) .  The s t y l e  o f  the 
R odrigo romances i s  c l o s e l y  a l l i e d  to  th a t o f  the romances 
v i e j o s . D e s c r ip t io n  i s  l im it e d . Verb ten ses  a re  fa r  from 
s ta b le  and the s to r y  i s  c a r r ie d  a lon g  by d ia lo g u e  and a sm all 
amount o f  p h y s ica l d e s c r ip t io n  ju s t  to  su ggest c h a r a c te r iz a t io n  
o r  meaning. The outcom e o f  the event i s  g e n e r a lly  im p lied  
ra th er  than e x p l i c i t ,  v erg in g  on the theme o f  the f a l l  o f  the 
m ighty because o f  t h e i r  s in .  This i s  a fundam ental t r a g ic  
theme o f  the Spanish romance which o ft e n  shows the ' c o n tr a s t  
o f  h ea lth  and p r o s p e r it y  w ith  m isery  and death , in  c lo s e  
p rox im ity  one to a n o t h e r '. I t  i s  in te r e s t in g  to  note  th a t
U ilson  b e l ie v e s  th a t  the b a lla d  themes d ea l w ith  m u ta b ility  
p a r t i c u la r ly  with h e r o ic  f ig u r e s ,  e i t h e r  in  i s o l a t io n  o r  s e t
in  co n tra s t  w ith  o r d in a r y  p e o p le , a m edieval fe u d a l a sp e ct
31which a ls o  emerges in  the Lara b a l la d s .
Strong lin k s  w ith  the C a ro lin g ia n  b a lla d  c y c le s  p e r s is t  
in  romances which t e l l  o f  both  legendary f ig u r e s ,  such as 
Bernardo d e l C a rp io , and r e a l  n a t io n a l h eroes l ik e  Feman 
Gonzalez (d .  9 7 0 ).
The romances o f  the seven n o b le s  o f  Lara are
based on the fa c t s  o f  peoiriswilao c i v i l  wars fought during 
the 4CXjo''c€ e n c e n t u r y  and p ro v id e  a rea son a b le  i l lu s t r a t i o n  
o f  m edieval feu d a l v a lu e s . They are  thought to  have been com­
posed around the e v e n ts  o f  a l o s t  e p ic  o r  ca n ta r  de g esta  which 
d ea ls  w ith  a b lood  feu d  among C h r is t ia n s , and i t s  revenging by 
a M oorish h a l f -b r o t h e r  o f  the n o b le s , Mudarra. The d if fe r e n c e s  
between the Moor and the C h r is tia n  here take on a d i s t in c t  ton e .
2 4
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F oster  says th a t 'a n  a p p rop ria te  working o u t o f  feudal v ir tu e s
was held in  h igh er esteem than r e l ig io u s  and p o l i t i c a l  c o n f l i c t s '
( E arly Spanish B a llad , p .6 0 ) , and Ehimons shows that none o f  the
h is t o r i c a l  b a lla d s  o f  th is  k ind a re  a c tu a lly  a n ti-M oorish  in  
32a t t it u d e . The approach o f  the Spanish romance poet was in  
f a c t  q u ite  a sen tim ental one, and b a lla d s  l i k e  ' De Antequera 
p a r t ió  e l  Moro' show a g rea t C h ristia n  esteem f o r  the 'c u l t u r ­
a l l y  s u p e r io r ' Moor ( Cancionero de romances 1550, p .2 4 4 ) . In 
the ' S ie te  in fa n te s ' c y c le ,  w h ile  the C h r is t ia n s  are barbarous 
to  one a n oth er, the Moor i s  a c tu a lly  id e a l iz e d  and appears to 
be so in  a l l  those romances d er iv ed  from ca n ta res  de g e s ta .
The romances o f  El C id, R odrigo Díaz de V ivar (d .  1099), 
form the la r g e s t  group o f  a l l ,  and d ea ls  to  some exten t with 
the u n ity  o f  the pen insu la . The Cid c y c le  co v e rs  two a rea s ; 
th a t o f  the C id 's h e r o ic  e x p lo it s  in  the p e r io d  leading up to 
1099, which a ls o  appear in  the Poema de Mfo Cid supposedly com­
posed around 1140, and that o f  R o d r ig o 's  y o u th . The la t t e r  i s  
much rom an ticized  and was p robab ly  a la t e  id e a ,  su rfa cin g  
around the fou rteen th  and f i f t e e n t h  c e n t u r ie s .  The themes in ­
v o lv e  a g r e a t  deal o f  p s y c h o lo g ic a l m atter con cern in g  the re b e l­
l io u s  ch a ra c te r  o f  the young Cid and h is  a r r iv a l  a t  the c o r r e c t  
d e c is io n s  in  l i f e .  There are so many in t e r r e la t io n s  and para l­
le lism s  th a t they are  o ft e n  con s id ered  p u re ly  as w r itten  text3 
ra th er than ora lly -com p osed  romances, a lth ou g h  o f  cou rse  one 
may have fo llo w e d  on from the o th e r .
Other m inor themes in cluded  by M orley in  th is  s e c t io n  are 
the deeds o f  Pedro e l  Cruel ( d .  1369), the ca p tu re  o f  Granada 
in  1492, and the f r o n te r iz o  b a lla d s  which d e a l with the lo c a l ­
iz e d  even ts  o f  the R econ qu ista . E ntw istle  a ls o  in c lu d es  fr o n t ­
e r iz o  and n o t ic ie r o  romances in  h is  h i s t o r i c a l  ca teg ory . The
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n o t i c i e r o s  o r  new s-bearing b a lla d s  were o f t e n  b r i e f  lo c a l  
accou nts o f  recen t ev e n ts , in e v it a b ly  composed w ith in  l iv in g  
memory o f  each e v e n t. F ro n te r iz o s  dea l m ostly  w ith the events 
o f  the R econqu est, and F oster  g iv e s  them an a lto g e th e r  separ­
a te  c a t e g o r y . His view  i s  th a t  they a re  a l l  m in s tre l romances, 
n o t fragm ents o r  p a r ts  o f  a c y c l e ,  but a r t i s t i c a l l y  composed 
and la t e r  taken o v e r  by the p e o p le . One reason  f o r  th is  view 
i s  the u se  o f  epiphonema as in  the romance 'A y  de mi Alham a', 
and o f  r e f r a i n s .  A nother i s  t h e ir  them atic u n ity  and use o f  
p o e t ic  l i c e n c e ,  su g g estin g  th e t  they a re  la t e  co m p o s it io n s .
To some e x te n t  M orley does n o t  a gree , d a tin g  the e a r l i e s t  o f  
th ese b a l la d s  in  1368. However, th is  p a r t ic u la r  romance was 
n o t in  p r in t  u n t i l  two hundred years la t e r ,  and a lthou gh  about 
e ig h ty  b a l la d s  d ea l w ith  even ts  which took  p la ce  b e fo r e  the 
year 1300» there i s  some dou bt, says M orley , as to  whether we 
can date  them b e fo r e  the f i f t e e n t h  ce n tu ry . G lenroy Qnmons 
sees the fr o n t e r iz o s  as la t e r  com p osition s  than the h is t o r i c a l  
b a lla d s , although e a r l i e r  than the romances m oriscos  n o v e le s c o s . 
They a r e , he says, e s s e n t ia l ly  Andalusian in  ch a ra c te r  and 
e it h e r  p ro v id e  an a ccou n t o f  l o c a l  contem poraneous even ts  o r  
id e n t i fy  w ith  the M oorish  a t t i t u d e .  T h e ir  use o f  ornam ental 
fe a tu re s  and the in tr o d u c t io n  o f  lov e  as a theme mark them o f f  
as a t r a n s i t io n a l  s ta g e  between the h i s t o r i c a l  and the n o v e l-  
esque b a l la d s .  W h ilst Qnmons m ainta ins th a t , in  s p i t e  o f  in ­
creased  v e r b a l abuse, the r e s p e c t fu l  a t t it u d e  o f  the poet 
towards th e  Moor p e r s i s t s ,  Angus MacKay r e je c t s  th is  w ith  the
claim  th a t  th is  r e s p e c t  i s  o n ly  shown when the Moor i s  
33d e fe a te d .
* * * * *
E n tw is t le 's  second b a lla d  ca te g o ry  Is  th at o f  C la s s ic a l  
b a lla d s*  Few o th ers  acknowledge th is  in  t h e ir  own system s o f  
romance c l a s s i f i c a t i o n  because g e n e r a lly  romances o f  th is  k in d  
a re  o f  a ju g la resq u e  ra th er than a t r a d i t io n a l  ora l-com  p o s it io n a l  
nature* N evertheless they were popu lar by the time the f i r s t  
romanceros were pu b lish ed , and w ere e la b ora ted  by the new roman­
c i s t a s ,  Gfingora among them.
* * * *  *
E n tw istle  a ls o  d is t in g u is h e s  the r e l ig io u s  romances as a 
separate  s e c t io n . We think o f  th e  romance la rg e ly  as an am oral- 
i s t i c ,  n o n -e c c le s ia s t i c a l  phenomenon, y e t ,  as with a l l  o th e r  
form s o f  p oe try , th ere  were con trah ech os a lo  d iv in o  made by 
th ose  who found the se cu la r  n a tu re  o f  the romance d i s t a s t e f u l .  
Very few stu d ies  have been attem pted on the romance r e l i g i o s o , 
p robably  because '  son seguramente más modernos que lo s  demas, 
y  suelen  se r  transform aciones de v ie jo s  romances n o v e le s c o s ' 
a t  a time when most resea rch ers  a re  on the lo o k -o u t f o r  o ld  
bu t o r ig in a l  romances. ^  J . M. C ossio  p o in ts  ou t th at they 
o c cu r  more fre q u e n tly  in  rom anceros than i s  g e n e ra lly  adm itted  
and ra th er than parody a romance t o t a l ly  they o fte n  work around 
a few s ig n i f ic a n t  and o fte n  w ell-know n l i n e s .  Most o f  the la te r  
ones fo cu s  on the V irg in  Mary, y e t  the in flu e n ce s  on th ese  
from w ith in  the romances v ie jo s  a re  unm istakeable, p a r t i c u la r ly  
in  form u la ic  im ita t io n .
* * * * *
The poems which are found in  E n tw is t le 's  fou rth  c a te g o ry  
o£ l i t e r a r y  b a lla d s  need n ot o r ig i n a l ly  have been w r itte n  down. 
They in c lu d e  o r a l p oetry  o f  a cu ltu re d  nature such as the l i t ­
erary  e p ic  poem. Here we a ls o  f in d  n ovelesqu e and p a s to r a l  
romances, debates, and u n lik e ly  s t o r i e s .  The ca tegory  would
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a lm ost c e r t a in ly  in c lu d e  the C a ro lin g ia n  and la t e r  M orisco  poems 
and any o th e r  in te r n a t io n a l o r  u n iv e rs a l themes» These m ight 
be  c a l le d  adventure b a lla d s , even though some d ea l w ith s t a t i c  
s it u a t io n s  o r  sim ple lov e  s t o r ie s »  The c a te g o ry  can be viewed 
a s  a com bination  o f  M o r le y 's  French rom antic e p ic s  and u n iv er­
s a l  d iv i s io n s ,  o r  o f  F o s te r 's  N ovelesque and C a ro lin g ia n , so 
i t  i s  perhaps b e s t  to  make the same d i s t i n c t i o n  as the two 
la t t e r  c r i t i c s  in  o rd e r  to d is cu s s  th ese  romances with g r e a te r  
ease» The C a ro lin g ia n  romances, th ose  d e a lin g  with the 'm a tte r  
o f  France' and a s s o c ia te d  m a te r ia l, a r e , f o r  the most p a r t , a 
l i t e r a r y  phenomenon. They p rov id e  a stron g  l in k  between tra d ­
i t i o n a l  and c o u r t ly  l i t e r a t u r e  and a re  d e r iv e d  n ot so much from 
the e p ics  o f  Charlemagne but more fr e q u e n tly  from the Chanson 
de Roland and the e x p lo i t s  a t  R o n ce sv a lle s . Some o f  the most 
w ell-know n romances o f  modem tim es a r is e  from th is  area o f  
l i t e r a t u r e ,  f o r  exam ple, ' C e r in e ld o s ', ' Oh Belerma' and the 
'Romance de Doña A ld a ' ( C ancionero de romances 1550, p .3 0 3 ) .  
Many employ s u p e r f i c i a l  themes and t h e ir  s t y l e  i s  h ig h ly  
a r t i s t i c ,  d e l ib e r a t e ly  attem pting to  convey a fo re ig n  f la v o u r  
in  the use o f  ten se  (a u x i l ia r y  fue +  i n f i n i t i v e  in stead  o f  
p r e t e r i t e  i s  common) and o c c a s io n a l words ( le x a r  fo r  d e ja r , 
sacramento f o r  juram ento) .  Customs and ways o f  d ress in g  r e ­
in fo r c e  t h is  p ic t u r e .  These French in f lu e n c e s  are thought to 
have begun to  emerge in  Spain from the tw e lfth  century onwards, 
bu t they a re  so m ingled  with A ra b ic  and H ispanic cu rren ts  that 
they are d i f f i c u l t  to  tra ce  p r e c i s e ly .
The n ove lesq u e  b a lla d s  and th ose  o f  a u n iv ersa l theme 
have been a sou rce  o f  much d eb a te . Because o f  th e ir  p r e c is e , 
econom ica l s t y le  they are thought by many to  be o f  la t e  com­
p o s it io n . Another th eory  runs th a t they a re  in  fa c t  the o ld e s t
29
o f  a l l  romances being  o f  f o l k l o r i c  and m ythic o r ig i n ,  y e t  much 
r e fin e d  and reworked through the c e n tu r ie s • There i s  a t  p resen t 
no way o f  r e s o lv in g  the c o n f l i c t .  Many are l y r i c a l  o r  fa n t a s t ic  
(p rob a b ly  la te  in  th ese c a s e s )  d e scr ib in g  wondrous events CConde 
Am a Idos' , ' F on te fr id a ' in  Cancionero de romances 1550, pp.255 
and 285) o r  t e l l in g  a n a r r a t iv e  fa b le .  Many o f  them are h ig h ly  
s t y l iz e d  o r  may co n ta in  l i t e r a r y  form ulas o r  c o u r t ly  r e fe r e n c e s . 
O thers are amorous poems, f o r  the most part d e a lin g  w ith  ex­
treme f i d e l i t y  ( '  Conde O lin o s ' ) o r  in f i d e l i t y  ( '  B la n ca n ifla ', 
C ancionero de romances 1550, p .3 1 7 ) , a lthough w ith ou t m o ra liz in g . 
These themes form a la r g e  part o f  the European b a lla d  t r a d it io n  
bu t here are o ft e n  h is p a n ic iz e d , f o r  example in  the romances 
m oriscos  n o v e le s c o s . H is t o r ic a l  fa c t o r s  a re  o f t e n  om am enta l- 
iz e d  and a d d it io n s  to  them are fa n c i f u l ,  making them appear 
to  be la t e  a d d it io n s  to  the romance genre. The themes and sub­
j e c t s  o f  the romances co v e r  such a broad range th a t  as y e t  no 
attem pt has been made t o  study them a l l  in  c o n ju n c t io n  w ith  one 
a n oth er. Severa l s tu d ie s  on s in g le  themes have appeared , p er­
haps the m ost n o ta b le  be in g  W ilso n 's  T ragic Themes in  Spanish 
B a lla d s . The urge to  c a te g o r iz e  and c la s s i f y  the romances 
would appear to be s tron g  in  even the e d it o r s  o f  the e a r l i e s t  
c o l l e c t i o n s .
* * * * *
Very few s tu d ie s  make any r e a l  c o n tr ib u t io n  to  the study
o f  language and s t y l e ,  a lthough h is to r y  and tra n sm ission  i s
f u l l y  documented. A f a i r l y  s u c c e s s fu l o v e r -v ie w  o f  the use
o f  hunt symbolism by E dith  Randam Rogers i s  som ething o f  a
35step  in  an a lt e r n a t iv e  d ir e c t io n .  She argues th a t one should 
n o t need to a c tu a lly  decode the imagery o f  the popu lar b a lla d  
in  ord er  to  understand i t ,  and th at anyone who i s  n ot t o t a l l y
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estran ged  from the ro o ts  o f  p op u lar c u ltu r e  should r e c e iv e  the 
'm essa ges ' o f  the romances w ith ou t being co n sc io u s  o f  the mech­
a n ic s  beh ind them. The q u e stio n  to  be asked is  n o t , then , 'w hat 
does i t  s a y ? ',  but ra th er  'how  d id  I k n ow ? '. By stu dyin g  s ix  
r e la t e d  m o t i fs  -  the hunt, games, c lo t h in g ,  combing^ m agic m usic 
and tra n sfo rm a tion s  -  both  in  the romances and in  the b a lla d s  
o f  o th e r  European c o u n tr ie s , she shows b oth  th e ir  u se fu ln e ss  
as t r a d i t io n a l  symbols and the uniqueness o f  the Spanish b a lla d . 
Her stu dy  a ls o  shows th at the im agery i s  as much re s p o n s ib le  
f o r  the s u r v iv a l o f  a p a r t ic u la r  romance as any o th e r  fa c t o r  
m ight b e :
Whether a popular b a lla d  l iv e s  o r  d ies  de­
pends n o t  so much on the q u a lit y  o f  i t s  
a n ce s to rs  as on i t s  a b i l i t y  to  evoke new 
a s s o c ia t io n s  th at tou ch  the v a lu e s  and 
con cern s o f  s u c c e s s iv e  g e n e r a t io n s . . .
(p op u lar t ra d it io n ) su sta in s  o n ly  what 
i s  a l i v e . . .  (p .1 4 8 ) .
t/hich lea d s  to  fu r th e r  q u e s t io n s . What were the o r ig in s  of- the 
popu lar romance? Who was r e s p o n s ib le  f o r  i t s  com p osition , and 
how d id  i t  manage to su rv ive  from  the e a r l i e s t  tim es to  the 
seven teen th  cen tu ry  and the age o f  Gongora?
* * * * *
S in ce  the resurgence o f  in t e r e s t  in  the romance in i t ia t e d  
by the Romantic poets  and s c h o la r s  o f  the n in eteen th  cen tu ry , 
s e v e ra l th e o r ie s  have en joyed  p o p u la r ity . These th e o r ie s  f o r  
the m ost p a rt  cov er  the supposed o r ig in s  o f  the romance tra d ­
i t i o n ,  the q u estion  o f  com p os ition  and the method o f  tra n s­
m is s io n . Here I  in tend  to  o u t l in e  and compare some o f  these 
th e o r ie s  w ith ou t proposin g  one o f  my own. I t  i s  n o t n ecessa ry  
to  do so as my purpose in  th is  ch apter i s  sim ply to  p la ce  the 
romance w ith in  i t s  l i t e r a r y  and h i s t o r i c a l  c o n te x t . I  w i l l
examine the th ree  types o f  th eory  in  turn , beg inn ing  w ith 
those con cern ed  w ith  the o r ig in s  o f  the romance.
*  *  *  *  *
Between the 1830s and 1850s many resp ected  s ch o la rs  in  
sev era l European co u n tr ie s  began to  look  a t  the romance anew. 
U n til th at tim e, s in ce  i t s  v ir t u a l  d isappearance from the 
l i t e r a t u r e  (a lth ou g h  n ot from the o r a l  t r a d i t io n )  o f  the 
Spanish p e o p le , the romance had been scorn ed . I t  was l e f t  to 
French and German s ch o la rs  to  r e v iv e  in t e r e s t  in  th is  modest 
p o e t ic  form . In Germany i t  was becom ing fa sh io n a b le  to study 
V olk sp oesie  o r  N a tu ra lp oesie , th a t i s  to say p oe try  d ic ta te d  
by the in n er  v o ic e  o f  a n a tio n , by the peop le  th em selves. Out 
o f  th is  grew the Romantic theory  o f  the c o l l e c t i v e  com p osition  
o f  b a lla d  p o e tr y . The b a lla d s  o f  any n a tion  were deemed n ot 
to have been composed by a s in g le  au th or but by some k ind o f  
communal e f f o r t .  This was opposed by sev era l Frenchmen who 
claim ed th a t the Spanish romances were composed by in d iv id u a ls  
using m a te r ia l taken from th e ir  own (th e  French) e p ic s  and 
chansons de g e s t e s . The b e l i e f  th a t these sh ort b a lla d s  were 
the o ld e s t  form o f  p o e try , and a form ou t o f  which the lon g er  
e p ic  poems had evo lved  o r  were com p iled , was h e ld  by such d is ­
tin gu ish ed  men as Agust& Duran. W olf and Hofmann a ls o  put t o ­
geth er t h e ir  a n th o lo g ie s  (1 8 4 9 -51 ) on the b a s is  th a t these
36sh ort n a r r a t iv e  poems were the sou rces  o f  the e p i c .  The 
* ev id en ce ' f o r  th is  was sa id  to  l i e  in  the romances o f  the C id . 
C onsidered l o g i c a l l y ,  however, the o ld e r  an o r a l  poem might be, 
the g re a te r  the chances i t  shou ld  be l o s t ,  and the fa c t  th at 
more Cid romances than Cid e p ic s  s t i l l  remain would su ggest 
con tra ry  co n c lu s io n s  to  those a ccep ted  by the Romantic th eory . 
I t  was in  1874 th at Manuel M ila y Fontanals hoped to prove that
31
32
the romances emerged la t e r  than the ep ics*  By showing that 
the e a r l i e s t  c h r o n ic le s  (c .1 2 8 9 )  used m a ter ia l from the e p ic s  
and ca n ta res  de g e s ta , and then th a t the romances used m a ter ia l 
from the c h r o n ic le s  w r it te n  no e a r l i e r  than 1344, he su cce ss ­
f u l l y  d is c r e d it e d  the e a r l i e r  th e o r ie s .  He formed from th is  
a n e o -T r a d it io n a l is t  th eory  o r  Theory o f  Fragm entation, in  
which he m aintained th a t the romances were crea ted  from p o r t io n s  
o f  e p ic s  and ca n ta re s .
Ramón Menéndez P id a l, to  whom we owe much o f  our fundamen­
ta l  knowledge o f  the h is t o r y ,  tran sm ission  and su rv iv a l o f  the 
modern o r a l  romance t r a d i t io n ,  agreed  in  gen era l with M ilá y 
F on tan a ls , a lthough  n o t  in  d e t a i l .  So many g rea t deeds and 
ch a ra c te rs  from the c h r o n ic le s  a re  t o t a l ly  absent from the rom­
ance t r a d i t io n  that , he sa id , ' e l  romance no puede d e r iv a r  de 
la s  c r ó n ic a s , s i  no de la s  ca n ta res ' ( 'P o e s ía  popular y roman­
c e r o ' I  p .3 0 4 ) . W h ils t c h r o n ic le s  tr e a t  o f  r e a l peop le  and 
e v e n ts , the romances lo o k  a t  p opu lar heroes from vary in g  view ­
p o in ts  -  ' En suma, la  in f lu e n c ia  de las  c r ó n ic a s  en la s  romances 
p op u lares es mucho menor de lo  que se c r e e , y en gen era l e s ca s ­
ísim a ' ( '  P oesía  p op u la r y rom ancero' I I I  p .2 3 9 ) . He shows how 
the romance form i s  s im ila r  to th a t o f  the can tar de gesta  
and the s t y le  d ev e lop s  from a n a rra tiv e  type to a la t e r  e p ic o -  
l y r i c a l  s t y l e .  P io Rajna found the Theory o f  Fragm entation un­
a cce p ta b le  because the p rocess  does not take p la ce  in  the 
b a lla d s  o f  any o th e r  cou n try , and in  answer to th is  Menéndez 
P id a l sa y s :
la  corresp on d en cia  e n tre  lo s  romances v ie jo s  
y lo s  p rod u ctos  é p ico s  ta r d ío s , con lo s  
cu a les  se r e la c io n a n , es menor que la pod ía ­
mos esp era r  s i  a q u e llo s  derivasen  de é s to s  
por fra cc ion a m ien to  o e s c i s i ó n . . .  
supongo una e v o lu c ió n  gradual, len ta  y 
com p le ja . ( El romancero p .2 4 7 -8 )
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Between the o ld e s t  con serv ed  poem and the o ld e s t  romance o f  
a l l  th ere  would a lm ost c e r t a in ly  have been an in term ed ia te  poem. 
He su ggests  two p e r io d s  o f  com p os ition ; one an ' a e d ic ' p e r io d , 
in  e a r ly  e x is te n c e , when a c t iv e  c r e a t io n  took  p la c e ; and the 
o th e r  a ' rh ap sod ic ’ p e r io d , from the s ix te e n th  cen tu ry  onwards, 
in  which r e p e t i t io n  o f  th e  romance was m erely  m ech an ica l. 
Menendez P id a l 's  Fragm entation th eory  met w ith  o p p o s it io n  from 
many, in c lu d in g  F o u lch e -D e lb o sc , and y e t  i t s  im p lica t io n s  
spurred o th e rs  on . By re v e rs in g  the p rocess  o f  the th eory , 
M arcelin o Menendez y P e layo  was a b le  to r e c o n s tr u c t  from c lu e s  
in  the romances the l o s t  e p ic  o f  the ' S ie te  in fa n te s  de Lara' .
The argunents con tin u ed  in to  the tw en tie th  cen tu ry . W. C. 
A tkinson  (1937) agreed  th a t  the b ir t h  o f  the romance c e r t a in ly
precedes the death o f  th e  e p ic  but th a t i t s  g re a te r  command o f
38form secu res  i t  as the l a t e r  o f  the two. In  European 
B alladry  (1939) E n tw is t le  was n ot sure th a t the romances were 
proven to  be la te r  than the e p ic  because th e  e p ic  does su rv ive  
in to  the m id -fou rteen th  cen tu ry . He su ggests  n o t o n ly  o r a l  
so u rce s , in  c h r o n ic le s  and e p ic s , bu t o th e r  more l i t e r a r y  an te­
ceden ts in c lu d in g  the G a lic ia n -P ortu g u ese  ca n ta re s , the French 
C a ro lin g ia n  c y c le s ,  and the M ozarab ic  .ja rch a s . He
dates the fr o n te r iz o s  (d e a l in g  w ith  the Trastamaran c i v i l  wars) 
as e a r ly  as 1407 and th e  'a d ven tu re  b a lla d s ' a t  1421 (Jaume de 
O le s a 's  lov e  b a lla d  ' G e n t i l  d o n a ') .  Over the la s t  twenty years 
the debate has co n t in u e d . Paul Benichou c la im s  th at the rom­
ances have no re a l s o u rce  as such and cou ld  have d er iv ed  th e ir
39m a teria l from both  p re v io u s  o r a l  and l i t e r a r y  c r e a t io n s .
D. W. F oste r  says t h e i r  o r ig in s  a re  n e ith e r  o f  a f o lk  n or o f  
a c o u r t ly  n atu re. The id ea  o f  V o lk sp oes le  has ra p id ly  d e c lin e d
s in ce  the n in eteen th  ce n tu ry . Thinking o f  a b a lla d  as a
'fo lk s o n g *  i s  nowadays m is lea d in g  because o f  i t s  m odem con ­
n o ta t io n s «  The romance as an o r a l  poem does n o t resa n b le  in  
any way the re c e n t  ' pop' t r a d i t io n  o f  r e v iv in g  o ld  songs and 
b a lla d s  in  o rd e r  to  s in g  them time and aga in , word f o r  word, 
in  pubs, c lu b s  and on r e c o r d . In the 1950s and 1960s Lord 
and Parry were a lre a d y  concerned  about the detrim en ta l a sso ­
c ia t io n s  which accom panied the term ' fo lk so n g ' . Used in  i t s  
m odem  sense a l l  tr a c e s  o f  i t s  o r ig in a l  meaning are  l o s t .
Folk  themes a re  n o t  the sou rces  o f  the romance in  p a r t ic u la r ,
and e p ic s  a ls o  (s a y s  A . D. Deyermond) p rov id e  the v e rse -fo rm ,
40some s u b je c t s  and the co n te n t f o r  o n ly  a few rom ances.
O thers would be h a p p ier  w ith  the th eory  th a t the romance 
ev o lv ed  t o t a l l y  in d ep en den tly  o f  the e p ic s  and in  a very  
d i s t in c t  v e r s e -fo r m .
• *  *  *  *  *
The romance i s  b e lie v e d  by some, th e r e fo r e , to be an 
o r ig in a l  v e rse -fo rm  y e t  i t s  com p osition  i s  s t i l l  c loak ed  in  
m ystery . The q u e s t io n s  m ost fre q u e n tly  asked a r e , ' What i s  
the o r ig in a l  form o f  any one p a r t ic u la r  romance? ' and ' Is  
th a t romance the work o f  one poet o r  o f  many?' • As we have 
seen , the Rom antics suggested  communal a u th orsh ip  but th is  was 
q u ick ly  proven to  be untenable by M ila y F ontana ls, Menendez 
P id a l and o t h e r s .  The n e o -T r a d it io n a l is t s  agreed  th a t the 
p rodu ct was c o l l e c t i v e ,  a lthough  c e r t a in ly  n o t anonymous o r  
communal in  the Romantic sen se . The poem would have had a 
s in g le  au th or o r  f i r s t  s in g e r , who f o r  the m ost p art remains 
unknown, bu t n o t  anonymous f o r ,  as Menendez P id a l puts i t ,
' su nombre s e r ia  l e g i o n ' . The p o e t 's  song o r  n a r r a t iv e  would 
be taken up in  turn  by o th e rs  who had heard i t  and i t  would 
be repeated  tim e and a g a in . The p oet crea ted  h is  n a rra tiv e
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e ith e r  from  t o t a l l y  o r ig in a l  m a ter ia l o r  from the remembered 
fragm ents o f  e p ic s  and ca n ta res  de g esta  which cou ld  be jo in e d  
and ju x ta p osed  m ech a n ica lly  (M ilá  y F ontanals) o r  a r t i s t i c a l l y  
(Menéndez P id a l ) .  The romance had but one author and was 
crea ted  in  a s p e c i f i c  moment, but Menéndez P ida l and M ilá  y 
Fontanals d id  n o t th ink i t  was p o s s ib le  to d is c o v e r  th is  
moment» C onversely  the Romantics h e ld  that the romance was 
contem poraneous w ith  the even t i t  d e s c r ib e d , o r  a t  le a s t  n ot 
much younger» Menendez y P id a l showed that th is  cou ld  n ot be 
so becau se  many were crea ted  from fragm ents o f  the c h r o n ic le s  
com piled  lon g  a f t e r  events had taken p la ce »  The rom ancistas 
were in c l in e d  to make too many h i s t o r i c a l  m istakes» The majo­
r i t y  o f  c r i t i c s  and s tu d ie s  o f  the romance up to the present 
day g e n e r a lly  come to the same c o n c lu s io n . Whether i t  be a 
rov in g  m erchant, a b lin d  beggar o r  a s k i l le d  cou rt m in s tre l, 
each romance o r ig in a te d  as the c r e a t io n  o f  one person , but 
i t s  a c tu a l c r e a t io n  i s  con tin u ou s . Paring down from longer 
forms to  sh o r te r  on es , the a d d it io n  o f  new o r  e lim in a tio n  o f  
i r r e le v a n t  d e t a i l ,  s e le c t io n ,  m o d if ic a t io n  and sheer bad 
memory a l l  lead to a c o l l e c t i v e  body o f  o r a l  p o e try .
T h e o r ie s  o f  fo r m u l is t i c  d ic t io n  claim  th at mnemonic 
d e v ice s  were n ecessa ry  to a id  la t e r  s in g e r s , w h ils t  o th ers  
b e l ie v e  th a t a ' lib e r ta d  c re a d o ra ' d e l ib e r a t e ly  and i n t e l ­
l i g e n t ly  re -o rd e re d  these mnemonic 'r e c u e r d o s ' and 'ta n te o s  
a s o c i a t i v o s ' . 41 Mnemonic form ulas and s to ry  pa ttern s  su rv iv e , 
as does a whole s to r e  o f  t r a d i t io n a l  lin e s  f o r  a s in g e r  o r  
poet to draw on , and th e ir  very  e x is te n ce  in d ic a te s  a s t a b i l ­
i t y  in  th e  te x ts  o f  romances which would o th erw ise  be unrecog­
n iz a b le  a f t e r  several, decades o f  haphazard m em orization and 
r e p e t i t i o n ,  l e t  a lon e  se v e ra l c e n tu r ie s . At p resen t we can
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s t i l l  f in d  c lo s e  lin k s  between the romances in  the f i f t e e n t h -
and s ix te e n th -c e n tu r y  c o l l e c t io n s  and those in  the o r a l t r a d ­
i t i o n s  o f  Spain, South America and o f  the Sephardic Jews. These 
lin k s  c o n s is t  o f  more than the o c c a s io n a l name o r  phrase, o f t e n
running in t o  com plete repeated  l in e s ,  su ggestin g  c a r e fu l  m anor-
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iz a t io n  and com p osition a l te ch n iq u es . Yet in  s p it e  o f  t h e i r  
s i m i l a r i t i e s ,  the c o l l e c t e d  te x ts  a re  c le a r ly  d i f f e r e n t .  One 
wonders how many changes must have taken p la ce  between each  
v e r s io n  o f  a romance s t i l l  known, how many o th ers  e x is te d  
b e fo r e  the e a r l i e s t  known v e r s io n , and even, whether i t  i s  p o s ­
s ib l e  f o r  a romance to  remake i t s e l f .
I f  changes w ith in  the tra n sm ission  o f  the romance a re  so 
freq u en t then we cannot p o s s ib ly  hope to  fin d  an o r ig in a l  
romance v i e j o  ( romances a r t í s t i c o s  a re  o f  cou rse  an e x c e p t io n  
to t h i s ) .  A. B. Lord says:
I  b e lie v e  that once we know the fa c t s  o f  
o r a l  com p osition  we must cea se  try in g  to 
fin d  an o r ig in a l  o f  any t r a d i t io n a l  song.
From one p o in t o f  view  i t  i s  im p ossib le  
to  r e tr a c e  the work o f  gen era tion s  o f  
s in g ers  to  that moment when some s in ger 
f i r s t  sang a p a r t ic u la r  son g . (p .1 0 0 )
B earing in  mind the d is t in c t io n  between the romance v i e j o  and 
the c o n s c io u s  m in s tre lsy  o f  the romance a r t í s t i c o , then p ara ­
d o x ic a l ly  there i s  no o r ig in a l  romance, and y e t  a l l  a re  o r ig i n a l  
p r e c is e ly  because o f  continuous com p osition  during each o r a l  
perform an ce . The c r e a t io n  l i e s  in  the transm ission  i t s e l f .
As Ramón Menéndez P ida l would have i t ,  the romance is  ' p o e s ía  
que v iv e  en v a r ia n te s  y r e fu n d ic io n e s '.
* * * * *
The ' whys' and 'w h e re fo re s ’ o f  the v a r ia n ts  and rew ork ings 
o f  the romance have prompted se v e ra l methods o f  studying i t s
tran sm ission  and developm ent. Ue have a lre a d y  seen how the 
Fragm entation th eory  o f  M ilá  y Fontanals and Menendez P id a l 
o p e ra te s . A fte r  the f i r s t  perform ance o f  the poem each d e t a i l  
i s  r e v is e d  by o th e r  p oets  o r  s in g e rs  a t  la t e r  dates and in  
o th er  lo c a t io n s .  The r e s u lt  i s  a new v e r s io n  -  ' llam aré 
v e rs io n  a la  re d a cc ió n  com pleta o fragm en tario  de un romance 
tomada en con ju n to  y en cuanto d i f i e r e  de la s  demas red a cc ion es  
t o t a le s  d e l mismo' -  o r  a new v a r ia n t -  'a  cada uno de lo s  
pormenores de que se compone una v e r s ió n , en cuanto ese por­
menor d i f i e r e  de lo s  an á logos con ten id os  en las  demas v e r s io n e s ' 
(Menéndez P id a l ) .  Both o f  th ese may become e ith e r  popu lar o r  
t r a d i t io n a l .  P opular v e rs io n s  appeal to everyone and a re  o ft e n  
rep eated , but 'p o p u la r ' is  n o t  n e c e s s a r i ly  ' t r a d i t i o n a l ' .  
E rudite poems may become p op u la r ; so may p la y s  and o th e r  
l i t e r a r y  form s. However, t r a d i t io n a l  p o e try  -  1 la  e la b o ra c ió n  
de la p oes fa  por m edio de la s  v a r ia n te s ' ( El romancero p .4 0 ) -  
has deeper ro o ts  in  the memory o f  the p e o p le . They make i t  
th e ir  own, n ot by p a ss iv e  r e p e t i t io n ,  but by an a c t iv e  p a r t i c i ­
p ation  and rew ork ing. The p eop le  in te rv en e  in  th e ir  own p oe try  
to c r e a te  new v a r ia n ts . By th is  count i t  i s  a t  the same time 
p op u la r. Because o f  the u n iv e rsa l nature o f  com position  and 
in s p ir a t io n , and the v o ca l method o f  tra n sm ission , E ntw istle  
says th a t th is  k in d  o f  p oetry  w i l l  su rv ive  as long as the 
s o c ie t y  in , and f o r  which i t  i s  perform ed a ls o  su rv iv e s . This 
o f  cou rse  has s e r io u s  im p lica t io n s  f o r  the con tin u a tion  o f  
o r a l  p oe try  f o r  m odem  s o c ie t y ;  w ith  i t s  in s is te n c e  on 
a ccu ra te ly -re co rd e d  m a te r ia l, both  l i t e r a r y  and o r a l ,  i t  
cou ld  be con stru ed  as a t o t a l l y  new s o c ie t y ,  ra th er than a 
con tin u a tion  o f  the o ld .  T h is cou ld  put the su rv iv a l o f  a l l  
t r a d i t io n a l  o r a l ly -t r a n s m it te d  p oetry  in  je o p a rd y .
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Menéndez P id a l' s essay on f o l k l o r i c  geography shows how the 
romance t r a v e ls  w ith in  a g iv en  area , here in  a cou ntry  o r  a
43p en in su la , undergoing con sta n t v a r ia t io n  upon i t s  jo u rn e y .
By c o l l e c t in g  modern o r a l  v e r s io n s  he found th a t poems were n ot 
i s o la t e d  but had v e rs io n s  and v a r ia n ts  throughout the w hole o f  
the Ib e r ia n  p en in su la . V a r ia tio n  was found to  t r a v e l  in  ' i s o ­
th erm ic ' waves with a m ajor d iv is io n  in to  North West and South 
East r e g io n s , and w ith  v a r ia n ts  p en etra tin g  o n ly  from South 
E ast to  North West. There w ere, he con clu ded , two ways o f  
tra n sp la n tin g  v a r ia n ts . One was by the m ig ra tio n  o f  an in d iv id ­
ual o r  group to  a d i f f e r e n t  r e g io n . This would b rin g  about the 
in tr o d u c t io n  o f  v e rs io n s  o f  a romance ' en b l o c ' . The o th e r  was 
by con tin u ou s everyday co n ta c t  between n e igh bou rin g  towns and 
v i l la g e s  and by the passage o f  t r a v e l le r s .  T h is in trod u ced  
sm a ll, in c id e n ta l changes in  d e t a i l  and e v e n tu a lly  brought 
abou t the form ation  o f  new v a r ia n ts .
This geog ra p h ica l method o f  study was rep ea ted  t h ir t y  years
44la t e r  by Diego Catalan and A lvaro Galmés. In  Como v iv e  un 
romance they r e in fo r c e  a l l  o f  Ménendez P id a l 's  c o n c lu s io n s , but 
in  d o in g  so they provoke an a tta ck  from D aniel Devoto who c a l l s  
the h is to r ic o -g e o g r a p h ic a l  method 'v u ln e r a b le ' because i t  
produces poor r e s u lt s .  In the hundreds o f  romance v a r ia n ts  he 
s tu d ie s  Menéndez P id a l f in d s  th a t no two are  a l i k e ,  to which 
D evoto s a y s :^
INo está  a q u í ya en germen la n eg a ción  de 
la s  p o s ib i l id a d e s  d e l método g e o g r á fic o ?
Pero hay m á s ; . . .q u e  lo s  te x to s  cambian s i  
son cantados o s i  son r e c i t a d o s . . .  ¿Qué s ig ­
n i f i c a  e s to ?  ¿Que la s  e sp e c ie s  de isoterm as 
d e l método g e o g r á fic o  acaban de v a r ia r  
bruscamente b a jo  lo s  p ie s  d e l ca n to r  popular?
No: s ig n i f i c a  que e l  acen to  de la  in v e s t ig ­
a c ió n  debe ponerse ante todo en e l  hecho 
f o l k l ó r i c o  in d iv id u a l y que la  conducta  de
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ese s u je to , d e l s u je to  s in  más, capaz de 
v a r ia r  e l  romance cada vez que lo  hace 
v i v i r  (porque e l  romance s é lo  v iv e  por é l  
y sus sem eja n tes), es lo  que correspon de 
e s tu d ia r  b ien  de c e r c a , ya que op era , en 
é l  y por €1 , e l  mecanismo que r ig e  toda 
m a n ife s ta c ió n  f o l k l ó r i c a »
One i s  aware from th is  th a t Devoto f e e l s  s tro n g ly  th a t h is  own 
f o l k l o r i c  method o f  study i s  more s a t i s fa c t o r y  than th a t o f  
Menéndez P id a l e t  a l .  He s tu d ie s  a l l  romances and v a r ia n ts  
to g e th e r  w ith  no p r io r  p re fe re n ce s  f o r  any one v e r s io n . A fte r  
re co g n iz in g  a gen era l id e n t i t y  o f  co n te n t , he a cce p ts  th a t the 
la te n t  co n te n t ru le s  the co h e s io n  o f  the m o t ifs , the permanence 
o f  the romance, changes, and con tam ination  th at take p la ce  
between one romance and a n o th er . He sees the con ten t as the 
con sta n t elem ent o f  tra n sm iss ion , which i s  by any standards 
n ot a r a t io n a l  p ro c e s s . V arian ts may m odify  the co n te n t with 
g re a te r  o r  le s s e r  f i d e l i t y  and Devoto asks i f  th ere  i s  any 
reason  '¿ p o r  qué una p oes ía  que v iv e  en con stan te  r e c r e a c ió n  
no p od ría  re c re a rs e  a s í  m ism a?'.
In  s p it e  o f  d isagreem ent and p re fe re n ce  f o r  one o r  o th er  
o f  th ese  h i s t o r i c ,  f o l k l o r i c  o r  geograp h ic  methods o f  tra n s­
m iss io n , s e v e ra l th in gs remain u ndisputed . The e a r ly  romance 
in  i t s  o r a l  form , whether sung, chanted o r  r e c i t e d ,  was tran s­
m itted  by p eop le  em ploying memory and mnemonic d e v ic e , v a r ia t io n , 
fragm en ta tion , com bination  o r  r e - in v e n t io n . Transm itted  in  
these ways i t  e x is te d  as a type  o f  'p o e s ía  a c tu a l ' (B én ich ou ), 
w ith com p osition  tak ing p la ce  during the perform ance o f  gene­
r a t io n s  o f  s in g e r -p o e t s  in  a co n tin u o u s ly  c r e a t iv e  p ro ce ss  
( s im ila r  to  O ctavio  P a z 's 'r i t m o  perpetuamente c r e a d o r ') .^ 6 
This p ro ce ss  may s t i l l  be underway today in  m odem o r a l  trad ­
i t i o n s ,  but th a t i s  n o t our co n ce rn . For us i t  i s  s u f f i c i e n t
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th a t the romance reached the p r in t in g  p resses  during the la te  
M iddle A ges. The spread o f  p r in t in g  brought w ith  i t  new forms 
o f  tra n sm ission , and a ls o  o f  developm ent. A few romances are 
in corp ora ted  in to  the e a r ly  c a n c io n e r o s . Then they are  pub­
lis h e d  as p lie g o s  s u e lto s  o r  b ro a d s id e s , a p r a c t ic e  which con­
tinued f o r  w e ll o v e r  two hundred y e a r s . F in a lly  they a re  
c o l l e c t e d  f o r  p u b lic a t io n  in  the rom anceros o f  the s ix te e n th  
and seventeenth  c e n tu r ie s . Once th e  romance has been w r itte n  
down i t  becomes a l i t e r a r y  form r a th e r  than an o r a l  on e .
Poets n a tu ra lly  become more aware o f  i t s  s tru c tu re  and form 
and even begin  to  c o n s c io u s ly  c r e a t e  new rom ances, a r t í s t i c o s  
o r  n uevos. A lthough popular th ese  poems are  n o t  i n i t i a l l y  
t r a d i t io n a l ,  on ce  adopted by the p e o p le  as t h e ir  own they 
would soon be regarded as t r a d i t io n a l .  A new k ind  o f  d e v e l­
opment takes p la ce  in  co n ju n ctio n  w ith  th is  new method o f  
tra n sm ission , y e t  the m o t ifs  and s t y l i s t i c  t r a i t s ,  and even 
the themes and s u b je c t  m atter o f  th e  romances, remained v i r ­
tu a lly  unchanged f o r  many d ecad es .
*  *  *  *  *
The ea rlie st-k n ow n  Spanish romance i s  th a t o f  the ' S iege 
o f  B a eza ', a fr o n t e r iz o  thought to  have been in  e x is te n ce  
b e fo r e  1407 (when i t  i s  f i r s t  m entioned in  another work) o r  
by some even as e a r ly  as 1357. D iego C a ta la n 's  study o f  S ie te  
s ig lo s  de romancero g iv e s  an exam ple o f  a b a lla d , 'E l  buen
p r io r  Hernán R odríguez' , which r e c o r d s  events o f  1328 a ccord in g
47to A lfon so  X I 's  h is t o r ia n s . T h is  was a n o t ic ie r o  b a lla d  
bearin g  news o f  p o l i t i c a l  ev en ts , y e t  once the in t e r e s t  in  
th ese events d im in ished  the romance was n o t fo r g o t te n  as one 
m ight exp ect i t  to  b e . Instead  i t  was passed on in to  the mid­
s ix te e n th  cen tu ry  by word o f  mouth in  the popu lar t r a d i t io n .
C atalan makes the th ou ght-provok in g  p o in t  that th is  event 
would o n ly  be known to  know ledgeable h is to r ia n s  o f  the tim e, 
bu t in s te a d , because o f  i t s  tran sm ission  in  the romance, i t  
was common knowledge* I t  i s  n o t  known how popular the romance 
was in  i t s  e a r ly  sta g es  a lthough  guesses can be made from the 
remarks passed on i t  by the l i t e r a r y  men o f  the f i f t e e n t h  cen ­
tu ry , as we have a lrea d y  seen from V aldes, N ebrija  and the 
Marques de S a n t il la n a . By the m id -s ix teen th  cen tu ry  i t s  pop­
u la r i t y  i s  c le a r ly  w idespread , n o t  ju s t  among the low er c la s s e s  
whose p o e t ic  a c t i v i t i e s  must have taken p la ce  o r a l l y ,  but a ls o  
among the l i t e r a t e  and presumably more w ealthy c la ss e s*  When 
the C ancionero de romances s in  afto was pu b lish ed  by M artfn 
Nucio (betw een 1545 and 1550) i t  was an immediate su cce ss .
We cannot know whether i t  was the p u b lica t io n  o f  th is  and 
o f  o th e r  sim ultaneous rom anceros which f i r s t  prompted the 
p o p u la r ity  o f  the genre among the h igher ranks o f  s o c ie t y ,  
o r  whether the demand in i t ia t e d  the movement. I f  there was 
such a demand i t  may have been crea ted  by the p rev iou s pub­
l i c a t i o n  o f  the romance genre in  the ca n cion eros  o f  the e a r ly  
s ix te e n th  cen tu ry , f o r  example the C ancionero g e n e ra l,
Hernando d e l C a s t i l lo  (Madrid 1511, V alencia  1514, Toledo 
1517, e t c )  o r  the C an clon e iro  g e ra l de G arcia de Resende 
(L isb on  1 5 1 6 ). N a je ra 's  S ilv a  de v a r lo s  romances (S aragossa ) 
appeared in  1550, w ith  a second part in  1552. S epu lveda 's  
C ancioneros appeared in  1570 (M edina) and 1584 ( S e v i l l e ) ,  
and Juan de T im oneda's Rosa de amores in  1573 (V a le n c ia )
S ilv a s  and f l o r e s  appeared in  dozens but a l l  were super­
seded in  p o p u la r ity  by the Romancero gen era l o f  1600 (S anchez,
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M adrid) which con ta in ed  a grand t o t a l  o f  803 com p os ition s . 
This was re p r in te d  o n ly  fo u r  y ea rs  la t e r  and a second part
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appeared in  1605 (S a n ch ez, V a l l a d o l i d ) . ^
Not long a f t e r  th e  f i r s t  few  gen era l p u b lica t io n s  appeared, 
c o l l e c t i o n s  co n ta in in g  romances o f  a p a r t ic u la r  type o r  on one 
theme came in to  v og u e . Sacred m atters were extrem ely p op u la r, 
as shown in  the fo l lo w in g  t e x t s :
C ancionero de N uestra SeKora B arcelona 1591 (and b e fo r e )  
Romancero e s p i r i t u a l , José  de V a ld iv ie ls o , Toledo 1612
Saragossa and V alencia  1613 
T oledo 1614, 1618, 1622 e t c .
C ancionero de N uestra Señora, R odrigo de Reynosa, S e v i l le
1612
and Romancero e s p i r i t u a l  para re c re a rs e  e l  alma con D ios , Lope
de Vega, Pamplona 1619.
By fa r  the most p op u la r  c y c le  o f  b a lla d s  was th at o f  the C id .
The 'H is t o r ia  d e l rauy n ob le  y v a le ro s o  C a b a llero  El Cid* e d ite d  
by Juan de Escobar f i r s t  appeared in  L isbon  in  1605 and the pop­
u la r i t y  o f  th is  s in g le  c o l l e c t i o n  con tin u ed  w e ll in to  the mid­
e ig h teen th  cen tu ry , c o n s id e r a b ly  lon ger than most o th e r  types 
o f  rom ancero.5’0 Second on ly  to  th is  were the p ro fu s io n  o f  
' f l o r e s '  , ' r o sa s ' , ' r é g la s ' and ' e s p e jo s ' o f  ' enamorados' o r  
' amores' in  which a l l  the c o l l e c t e d  romances were o f  an amorous 
o r  l y r i c a l  n a tu re . They in corp ora ted  a l l  the n ew -s ty le  b a lla d s  
o f  Moors and sh epherds.
The p o p u la r ity  o f  the romancero began to wane on ly  towards 
the end o f  the seven teen th  cen tu ry , when the romance began to 
a cq u ire  a rep u ta tion  as p oetry  o f  bad t a s t e , corru pted  by the 
low er c la s s e s .  'A s  th ey  lo se  the b e t t e r  s o r t  o f  patronage, 
b a lla d s  f a l l  o f f  in  a r t  and v ig o u r ; they a re  d riven  from the 
cen tres  o f  mental l i f e  in to  o u t ly in g  p r o v in c e s ; th e ir  t o p ic s  
lo s e  e le v a t io n ' (E n tw is t le  p . 3 l ) .  This cannot be the s o le
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answer, f o r  some o f  the most pure and n ob le  romances s t i l l  
e x is t  today in  the modern o r a l  t r a d it io n «  N everth e less , the 
demise o f  the romance con tin u ed  and by the la te  e igh teen th  
cen tu ry  i t  was abandoned as no lon ger bein g  a re sp e c ta b le  
p o e t ic  form . I t  may be th at th is  accou nts f o r  the la ck  o f  
a t t e n t io n  shown towards Gongora* s romances even today .
The p u b lic a t io n  o f  romances in  la rge  luxu riou s volumes 
i s  p r o o f  o f  a cu ltu re d  and w ealthy au d ien ce , y e t  t r a d it io n a l  
b a lla d  o r ig in s  would seem to su ggest o th e rw ise . Only in  Spain 
were the two fa c t o r s  synonymous. Oral v e rs io n s  o f  romances 
f lo u r is h e d  a lo n g s id e  te x tu a l v e r s io n s , and the two types came 
to g e th e r  in  the p l ie g o s  s u e lt o s . These b road sid e  b a lla d  sheets 
were aimed a t  a le s s  w ealthy au d ien ce , a t  stu d en ts , merchants 
and o th e r  l i t e r a t e  members o f  the p u b lic , and so ld  ch eap ly  as 
they were unbound p u b lica t io n s  o f  between fo u r  and th ir ty -tw o  
s h e e ts . There i s  a th eory  th at o ft e n  romances were truncated  
d e l ib e r a t e ly  by the p u b lish e r  in  o rd er  to f i t  them in to  a 
r e q u is i t e  number o f  sh e e ts , and th at th is  accou nts f o r  a t le a s t  
some o f  the more abrupt endings and o m iss ion s . P lie g o s  su e lto s  
c ir c u la t e d  from the e a r l i e s t  tim es o f  p r in t in g , bearin g  proclam ­
a t io n s  and s t r e e t  jou rn a lism  o f  lo c a l  ev en ts . I t  i s  easy to 
im agine th a t the romances n o t ic ie r o s  would ga in  p o p u la r ity  in  
th is  manner. The B ib l io te c a  Colombina in  S e v i l le  h olds some 
p lie g o s  s u e lto s  from the e a r ly  1490s but because they were 
'penny p u b lic a t io n s ’ o f  l i t t l e  l i t e r a r y  consequence, ra th er 
l ik e  the average modern comic book , few were p reserved  w ith in  
Spain i t s e l f .  The g r e a te s t  c o l l e c t i o n s  o f  p lie g o s  s u e lto s  are 
now found o u ts id e  o f  Spain, in  the B r it is h  Museum, in  Prague 
and in  o th e r  l i b r a r ie s  and p r iv a te  c o l l e c t io n s  around the 
w orld . These were c o l l e c t e d  as sou ven irs  by t r a v e l le r s ,
p ilg r im s  and v i s i t o r s  to Spain and i t  i s  fo r tu n a te  f o r  us 
th a t so  many s t i l l  su rv ive  in  s p it e  o f  th e ir  impermanent and 
in a c c e s s ib le  nature»
As we have n o te d , the Antwerp C ancionero de romances s in  
ano i n i t i a t e d  the tremendous leap  in  p o p u la r ity  o f  pu b lish ed  
c o l l e c t i o n s ,  g a th erin g  to g e th e r  romances from e a r l i e r  ca n cion ­
ero s , from  ea r ly  p l ie g o s  s u e lt o s  and from d ic t a t io n  by those 
who knew on ly  o r a l  v e r s io n s . Romances were n o t , however, con­
fin e d  t o  these c o l l e c t i o n s .  From the 1590s h is t o r i e s  by 
B em ad in o de Mendoza and R odrigo  de C arva ja l con ta in ed  rom ances. 
In 1595 PSrez de H ita in c lu d e s  many in  h is  n o v e l i s t i c  h is ­
to ry  o f  the Guerras c i v i l e s  de Granada, and in  the seventeenth  
cen tu ry  the romances and the m a ter ia l o f  which they are composed 
appear as  the s ta p le  m atter o f  C ervantes' Don Q u ijo te  
(a lo n g  w ith  m a te r ia l from th e  c h iv a lr i c  n o v e ls ) ,  e x tra c t in g  
ideas from  the b a lla d s  o f  G a ife r o s , M ontesinos and Belerma."^ 
C alderSn and Lope de Vega use them, even sometimes depend on 
them, in  th e ir  dram atic w orks. The m etre o f  the com ed ia -lin e  
seems t o  absorb the romance w ith in  i t s e l f ,  and a p a r t ic u la r  
p r a c t i c e  o f  Lope de V ega 's was to use the romance as a con ver­
s a t io n a l  d e v ice . The m ost n o t ic e a b le  change taking p la ce  in  the 
romance during the s ix te e n th  and seventeenth  ce n tu r ie s  does n o t  
seem to  a f f e c t  the t r a d i t io n a l  romances as much as to  c u lt iv a t e  
a co m p le te ly  new trend in  popu lar p o e tr y . In  1589 Pedro 
Moncayo pu b lish ed  h is  F lo r  de v a r io s  romances nuevos (Huesca 
and 1591 , Perpignan) in  which every romance was w r itte n  by a 
known a u th or . T h is marked the a ccep tan ce  o f  a new movement in  
p o e t r y . The romance had been accep ted  by p oets  as a form in  
i t s e l f ,  and they had begun to  w rite  romances in  q u a n t it ie s
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g rea t enough to m e r it  t h e ir  p u b lic a t io n  in  com plete volumes
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o f  rom anceros. P o ss ib ly  the f i r s t  man to d e l ib e r a te ly  im ita t e
the romance l in e  was Juan d e l Encina, but i t  was n o t  u n t i l  th e
la te  s ix te e n th  cen tu ry  th at the vogue f o r  the form r e a l ly  to o k
a h o ld . Góngora and Quevedo both  w rote p r o l i f i c a l l y  in  the
form , adopting  a r t i s t i c  rdher than s im p lis t ic  e x p re ss io n .
With the d e l ib e r a te  te x tu a l com p osition  o f  these romances nuevos
o r  a r t í s t i c o s  th ere  emerged a whole range o f  new thanes and
methods o f  treatm ent. The romance a lo  d iv in o  f lo u r is h e d ,
Góngora and Quevedo became m asters o f  the s a t i r i c a l  and
bu rlesqu e  romance s t y l e ,  the ch iv a lre sq u e  and novelesque
b a lla d s  became more g l i t t e r i n g  and fa n t a s t ic .  G enerally  th e
move was towards a more ly r i c a l  s t y l e ,  p a r t ic u la r ly  in  the
romance m o r isco , perhaps the m ost popu lar type o f  a l l .  I t
en joyed  a s p e c ia l  su ccess  between 1550 and 1630 in  p a r t ic u la r
w ith  known p o e ts , as d id  a ls o  the romance p a s t o r i l . However,
i t s  fu n c t io n  was n ot as an h i s t o r i c a l  ta le  o f  the R econquest
bu t, l ik e  the p a s t o r i le s ,  'b a jo  e l  d is f r a z  de p ro ta g o n is ta s
52musulmanes cantan aventuras a m orosa s '. The esteem which the 
C h r is tia n s  h e ld  f o r  the Moors in  the M iddle Ages developed  in to  
a t o t a l  e x a lt a t io n  o f  the ex o tic ism  and luxury o f  the Muslim 
em pire. C h iva lry  and se n tim e n ta lity  were the a t t r a c t io n s  f o r  
the in v e n tiv e  seven teen th -cen tu ry  p o e ts , and the romance 
p a s t o r i l  a ffo r d e d  o c ca s io n  fo r  the learned  poets  to d is p la y  
th e ir  c l a s s i c a l  and m y th o lo g ica l know ledge. Passion  and 
r h e t o r ic a l  d e v ice  had ou sted  heroism  and form u la ic  e x p r e s s io n , 
ex ce p t  in  the form o f  parody. However, the g re a te r  p a rt o f  the 
romances nuevos was amorous in  tone and s u b je c t  m atter, new 
modes o f  express in g  c o u r t ly  com plim ents and d isg u is in g  lo v in g  
s e c r e t s  behind Moors and shepherds.
With the gradual p o e t ic  re finem ent o f  the romance nuevo
46
the form became more l y r i c a l .  E ven tu a lly  a e s th e t ic  c o n s id e r ­
a t io n s  brought abou t the a d d it io n  o f  e s t r i b i l l o s  and the 
in tr o d u c t io n  o f  the s e g u id i l la . The p o p u la r ity  o f  the s t r i c t  
form waned ra p id ly  fo l lo w in g  the p u b lic a t io n  in  1600 o f  the 
Romancero g e n e ra l, and ap art from i t s  use in  drama i t  had 
v i r t u a l ly  d isappeared  by the m iddle  o f  the e igh teen th  cen tu ry» 
ex cep t o f  cou rse  in  the h earts  o f  the p e o p le . Even the romancero 
nuevo had been a ss im ila te d  to  an e x te n t in to  the v a r ia n ts  and 
v e rs io n s  o f  o r a l  t r a d i t io n .  Romances s t i l l  sung o r  r e c i t e d  
today o f t e n  show s ig n s  o f  th e ir  d escen t from th ose w r itte n
by known sev en teen th -cen tu ry  p o e ts . The em otive power o f  the 
form re-em erges in  the b e a u t ifu l  work o f  F ed erico  G arcia  Lorca 
and o th e r  p oets  o f  the G eneration  o f  1927. I t  seems th a t  once 
heard, a romance i s  r a r e ly  fo r g o t te n , f o r :
Cantar que d e l alma s a le  
es p a ja ro  que no muere, 
vo lan do de boca  en boca 
D ios manda que v iv a  siem pre. 53
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the form became more l y r i c a l .  E ventually  a e s t h e t i c  c o n s id e r ­
a t io n s  brought about the a d d it io n  o f  e s t r i b i l l o s  and the 
in tro d u c t io n  o f  the s e g u id i l la . The p o p u la r ity  o f  the s t r i c t  
form waned ra p id ly  fo l lo w in g  the p u b lica t io n  in  1600 o f  the 
Romancero g e n e ra l, and apart from i t s  use in  drama i t  had 
v i r t u a l ly  d isappeared  by the m iddle o f  the e ig h te e n th  cen tu ry» 
ex cep t o f  cou rse  in  the h ea rts  o f  the p e o p le . Even the romancero 
nuevo had been a ss im ila te d  to an ex ten t in to  th e  v a ria n ts  and 
v e rs io n s  o f  o r a l  t r a d i t io n .  Romances s t i l l  sung o r  r e c it e d  
today o ft e n  show s ig n s  o f  th e ir  d escen t from  those w r itte n  
by known seven teen th -cen tu ry  p o e ts . The em otive  power o f  the 
form re-em erges in  the b e a u t ifu l  work o f  F e d e r ico  García Lorca 
and o th e r  poets  o f  the G eneration o f  1927. I t  seems th at once 
heard» a romance i s  ra r e ly  fo rg o tte n »  f o r :
Cantar que d e l alma sa le  
es p a jaro  que no muere» 
volando de boca en boca ^
D ios manda que v iv a  siem pre.
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A BIOGRAPHY OF GONGORA
CHAPTER I I I
Luis de Congora y A rgote  was born  in  Cordoba on 11 J u ly  1561
to  Don F ra n c isco  de A rgote  and Doiia Leonor de Gongora.^
Throughout h is  l i f e  he was known by h is  m o th e r 's  name, Luis
de Gtingora, a f a c t  which Penney a s s e r ts  was a p erson a l ch o ice
2made by Don Luis around the y ea r  1581, a d e c is io n  based en­
t i r e l y  upon the sound o f  the name. This o n ly  goes to  prove 
how many legends i t  i s  p o s s ib le  to fa b r ic a t e  around the le s s e r -  
known f a c t s  o f  a p o e t 's  l i f e .  A lonso d ism isses  such an a s s e r ­
t io n  by p o in t in g  ou t th a t the p r io r i t y  o f  patronym ic o r
3
matronymic was le s s  f ix e d  than in  m odem tim es, but the 
a b so lu te  p ro o f  comes from documentary s o u rce s . In the w i l l  o f  
G 6ngora 's u n cle , F ra n cisco  de Gongora, dated 31 August 1575 
( s i x  y e a rs  b e fo re  Penney cla im s the change o f  name takes p la c e )  
th ere  appears the f o l lo w in g :
a l  senor don F ra n cisco  de A rgote , mi cunado, 
e a don Luis de G6ngora, su h i j o , . . . .  ^
(my i t a l i c s ) .
So l i t t l e  i s  known o f  L u is 's  ch ild h ood  th a t the few fa c tu a l
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d e t a i ls  o f t e n  become in te rtw in e d  w ith legend .^  What i s  known 
f o r  c e r ta in  i s  th at he was a ta le n te d  c h i ld .  P e l l i c e r ,  perhaps 
a l i t t l e  rom antic in  h is  v iew , says:^
Pasó lo s  años in fa n te s  hasta qu inze con e l  
d e co ro , i  cu idado que pedia la  educación  
de su sangre a d v e rtid a  de la s  esperanzas 
m aiores que con e l  s o l  de la  razón comen­
zaron  a amanecer en sus menores años.
Góngora a ttended  the J e s u it  s ch o o l in  Cordoba, where he would 
have s tu d ied  Latin  and Greek from about ten years o f  a g e , and 
th is  p er iod  o f  h is  l i f e  came to  an abrupt end a t f i f t e e n .
Góngora was sen t to study law a t  Salamanca U n ivers ity  where he 
m a tr icu la te d  on 18 November 1576. As a student h is  expenses 
were g r e a t , a lthough  p rob a b ly  n ot s o le ly  due to  the ch arges 
f o r  stu den t lo d g in g . I t  was G óngora 's u n cle , Don F ra n cisco  
de Góngora, ra c io n e ro  o f  Cordoba C athedral, who gave c e r t a in  
e c c l e s i a s t i c a l  b e n e fic e s  f o r  h is  nephew to h elp  pay f o r  h is  
exp en sive  ed u ca tion .^  In  o rd e r  to r e c e iv e  these b e n e fic e s  i t  
was n ecessa ry  f o r  the young man to take m inor r e l ig io u s  o rd e rs , 
and in  a n t ic ip a t io n  o f  h is  f in a n c ia l  needs he must have done
g
so b e fo r e  O ctober 1576.
Once aga in , few fa c t s  a re  known about G óngora 's stu d en t 
l i f e  ex ce p t  th a t he was p rob a b ly  a lrea d y  w ritin g  poetry  a t  
th a t  tim e. I t  seems l i k e l y ,  from documents bearing h is  s i g ­
n a tu re , th a t he had returned  to  h is  n a tiv e  Cordoba by 1580, 
a year which i s  l ik e ly  to  be the e a r l i e s t  date f o r  the 
com p osition s  known to u s . Some romances may be o f  e a r l i e r  o r ig in ;  
i t  i s  n o t  p o s s ib le  to be e x a c t .  The Chacón m anuscript i s  the 
o n ly  one which prov id es  p o s s ib le  dates f o r  G óngora 's poems and, 
as i t  i s  thought th at c o m p ila tio n  o f  the m anuscript d id  n o t begin  
u n t i l  1620 a t  the e a r l i e s t ,  the e a r l i e r  poems are l i k e l y  to have
9 N ev erth e le ss , the e a r l i e s t  romanceson ly  approxim ate dates# 
in  th is  m anuscrip t are 'C ie g o  que apuntas y a t in a s 1 ( 1 ) ,  'L o s  
rayos le  cuenta a l  s o l '  ( 2 ) ,  'L a  más b e l la  n iña ' (3 )  and 
' Hermana M arica ' ( 4 ) ,  two o f  which are  romances am orosos, 
and none o f  which i s  l ik e ly  to  have been w r itte n  b e fo re  1580.*^
In th is  same year the f i r s t  o f  G ón gora 's works was p u b lish ed ; 
a ca n c ión , 'Suena la  trompa b é l i c a ' ,  appeared in  the p ro logu e  
to  Luis Gómez de T a p ia 's  t r a n s la t io n  o f  Os L usiados. This was 
a t o p i c a l  s u b je c t  owing to  the lin k  i t  had w ith  the annexation  
o f  P ortu ga l to  Spain  under P h ilip  I I  which was f in a l iz e d  in  the 
same year#
At t h is  s ta g e  o f  h is  p o e t ic  ca r e e r  Góngora made much use 
o f  the romance form , producing an average o f  th ree  every  year 
between 1580 and 1591. The v a st  m a jo r ity  o f  these e a r ly  rom­
ances can be c l a s s i f i e d  as romances am orosos. He d id  n o t beg in  
to w r ite  son n ets u n t i l  1582 and then favoured  th is  I ta l ia n a te  
form more than the romance f o r  the fo l lo w in g  fo u r  y e a rs , a lthough  
the romance emerges as more abundant la t e r .  The m ost n o t ic e a b le  
t r a i t  o f  h is  romance prod u ction  i s  th a t i t  remained r e la t iv e ly  
s ta b le  throughout G ón gora 's p o e t ic  c a r e e r , whereas p rod u ction  
o f  the son n et, f o r  in s ta n ce , seemed to  ebb and f lo w . Further­
more, a p a rt  from the f i n a l  few years o f  h is  l i f e ,  Góngora 
produced m ore, and more co n tin u o u s ly , romances amorosos than 
any o th e r  ty p e . During the e a r ly  y ea rs  ou tpu t was p a r t ic u la r ly  
h igh , ' En e l  ca u d a loso  r ib ' (5 )  and two o th e rs  appeared in  
1581, w ith  an other th ree  romances in c lu d in g  the am orosos ' En 
la pedregosa o r i l l a ’ (9 )  and 'Que se nos va la  Pascua, mozas'
(1 0 ) appearing in  1 5 8 2 .^  Two romances m oriscos  were w r itte n
in  1583 -  'Amarrado a l  duro banco' (1 1 ) and 'L a  d esg ra cia  d e l 
fo rza d o ' (1 2 ) -  and another 'A q u e l rayo de la  guerra ' (1 4 ) in
1584 a lo n g s id e  th e  amorosos 'A q u í en tre  la  verd e  ju n c ia ' (1 3 )  
and ' Noble desengaño' (1 5 ) .
A l l  o f  th ese  romances and o th er  p ie ce s  o f  G óngora 's work 
alm ost c e r t a in ly  en joyed  wide c ir c u la t io n  in  m anuscript form , 
f o r  the p ra is e  o f  G ón gora 's work by C ervantes, in  La G a latea , 
cou ld  n o t have been  g iven  on the b a s is  o f  the s in g le  pu b lish ed  
ca n c ió n . C a lio p ó s  song o f  La Galatea (1584) b ea rs  the e u lo g y :
En don Luis de Góngora os  o fr e z c o  
un v iv o  raro in g en io  s in  segundo; 
con sus obras me a le g ro  y me en riq u ezco  
no s ó lo  yo mas todo e l  ancho mundo.
Y s i  p or  lo  que o s  qu iero  a lg o  m erezco , 
haced que su saber a lt o  y profundo 
en v u e stra s  alabanzas siem pre v iva  
co n tra  e l  l ig e r o  tiempo y muerte e sq u iv a . . .
(my i t a l i c s )
The second o f  G ón gora 's poems to  be pu b lish ed , in  1584, was a 
sonnet ' C a n ta stes , Rufo, tan heroicam ente' w r it te n  s p e c i f i c a l l y  
to  appear in  th e  f i r s t  few pages o f  h is  fr ie n d  Juan R u fo 's 
La A u str fa d a .
In  1585 Góngora took up the p o s it io n  o f  ra c ion ero  o f
Cordoba C a th edra l, which h is  uncle  F rancisco  had re lin q u ish ed
in  h is  fa v ou r , and on 5 Ju ly  he was e le c te d  head o f  revenues
13fo r  the C athedral ch a p ter . During the same y ea r  he v i s i t e d  
Granada, and i t  was e ith e r  there o r  on h is  re tu rn  to Cordoba 
th a t he penned h is  m asterfu l sonnet 'A  C ó r d o b a ' He a ls o  
composed fo u r  romances in c lu d in g  the m oriscos  ' Entre lo s  su e lto s  
c a b a llo s ' (1 6 ) and 'E n síllen m e e l  asno ru c io ' ( 1 8 ) ,  and the 
bu rlesqu e d e n ia l o f  love  ' Ahora, que estoy  d e sp a c io ' (1 9 ) .
A rtig a s  a t t r ib u t e s  'I l u s t r e  ciudad famosa' (2 2 )  to th is  same 
y e a r , a l t h o u g h  most g iv e  the date as 1586 a lon g  with 'T r i s t e  
p isa  y a f l i g i d o '  (2 1 )  and 'C r iá b a se  e l  a lb a n és ' (2 0 ) .* ^  On
23 August F ra n c isco  Pacheco a rr iv e d  in  Cordoba as new Bishop
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o f  the d io c e s e . In an attem pt to d is p e l  a l le g a t io n s  th a t the
ch a p ter  o f  Cordoba tended toward la x i t y ,  Pacheco ordered  a
s e r ie s  o f  e n q u ir ie s  about each member o f  the ch a p ter . Once
a l i s t  o f  charges had been com p iled , each man was in terv iew ed
on the counts brought a g a in st  him. Those a g a in s t  Gfingora are
to be found in  s e v e ra l b io g r a p h ic a l s tu d ie s  o f  the p o e t ,17 and
18are  n e a t ly  summarized by D&maso A lon so :
"que a s i s t e  rara vez a c o r o " ,  y que cuando 
acude "anda de aca para a l l á  sa lie n d o  con 
freq u en c ia  de su s i l l a " ;  que habla mucho 
durante e l  o f i c i o . . . ;  que forma en lo s  
c o r i l l o s  d e l Arco de B end icion es donde se 
habla de v idas a je n a s : que ha con cu rr id o  
a f i e s t a s  de t o r o s ;  que "v iv e  como muy 
mozo y anda de d ía  y de noche en co sa s  
l ig e r a s , tra ta  rep resen ta n tes  de com edias 
y e s c r ib e  co p la s  p ro fa n a s " .
G on gora 's  answers to  these r e la t iv e ly  in s ig n i f i c a n t  ch a rges , 
again  summarized by A lon so, a re  s u ita b ly  lig h th e a r te d . At the 
d a i ly  c e le b r a t io n s  o f  the ca n o n ica l hours he sa id  th a t he was:
"con  tan to  s i l e n c io  como e l  que más, por­
que aunque qu iera  no e s ta r  con e l  que se 
me manda, tengo a m is lad os un sordo  y uno 
que jamás cesa  de ca n ta r , y  a s í  c a l l o  por 
no ten er  quien me r e s p o n d a . . . . "  D ice  
tam bién: n i mi v id a  "e s  tan escan da loso  
n i yo tan v ie jo  que se me pueda acu sar 
v i v i r  como m ozo ." (A lon so , p .4 3 )
A cto rs  came to h is  house to share h is  lov e  o f  m usic and he 
adm itted  to  having attended b u l l f ig h t s  in  the company o f  h ig h er­
ranking chapter members. He co n fe sse d  a ls o  to  being a w r ite r  
o f  s e c u la r  p oetry , although he in s is t e d  th a t he had n ot w r itten  
a l l  o f  th ose v e rse s  a t t r ib u te d  to him. Of th ose  he had w ritte n  
he asked to be excused h is  la ck  o f  th e o lo g ic a l  knowledge because 
he con s id ered  th a t : ’ he ten id o  por m ejor s e r  condenado por 
l iv ia n o  que por h e r e je ' (A lon so  p p .4 3 -4 ) .  The penance g iven  to
Gongora by Bishop Pacheco was o n ly  as severe  as h is  '  crim es ' -
charged to  attend  no more b u l l f i g h t s ,  he was to  pay a f in e  o f
fo u r  ducados towards good w orks.
I t  i s  ty p ic a l  o f  G ongora 's  nature th at he should  then
proceed  to  w rite  a g e n tle  b u rle sq u e  upon the in v e s t ig a t io n  in
the romance ' Hanme d ich o , hermanas' ( 2 4 ) .  His in s is te n c e  th a t
the s e c u la r  poetry  was j u s t i f i e d  and decent i s  then fla u n ted  in
the same year w ith  the fa s c in a t in g ly  ambiguous romance m o r is co ,
19' S erv fa  en Oran a l  rey ' ( 2 3 ) .  S ix  sonnets and two more 
romances were w r itte n  in  1588, and h is  fame spread when h is  
romances began to  be pu b lish ed  in  com piled rom anceros, the 
f i r s t  o c c a s io n  being in  the F lo r  de v a r io s  y nuevos ro m a n ce s ... 
r e c o p ila d o s  por Andres de V i l l a l t a . V a len cia , 1588, and i t s
subsequent r e -e d i t io n s  in  V a len c ia  (Moncayo, 1589) and
20Perpignan (Moncayo, 1591).
N eith er the in v e s t ig a t io n s  n or h is  con tin u in g  au th orsh ip  
o f  s e c u la r  p oetry  d id  anything to  harm GSngora's e c c l e s i a s t i c a l  
c a r e e r , f o r  in  1589 he was com m issioned to in v e s t ig a te  the cla im s 
o f  lim p ieza  de sangre o f  th ose  making a p p lic a t io n  f o r  e c c le s ia s ­
t i c a l  p o s t s .  On 30 August he l e f t  Cordoba f o r  Mazuecos in  
P a le n c ia . His e n q u ir ie s  com pleted  by 20 September, Gongora 
retu rn ed  v ia  Madrid where he was taken i l l .  The s in g le  romance 
w r itte n  in  th at year was dwarfed by the p rod u ction  o f  ten
l e t r i l l a s , a form w ith  which the p oe t now appeared co n fid e n t
21a f t e r  experim enting with i t  o n ly  a few times b e fo r e . From 
th is  tim e onwards u n t il  1617 Gongora was to spend a co n s id e ra b le  
p art o f  h is  l i f e  t r a v e l l in g  on embassages and in  the ex ecu tion  
o f  h is  in v e s t ig a t iv e  work f o r  the Church. In 1590 he was in  
S e v i l le  f o r  the f e s t iv a l  o f  San Herm enegildo, and h is  sonnet 
'H oy e l  sa cro  y venturoso d fa ' c a r r ie d  o f f  the p r iz e  in  the
certam en p o é t ic o  h e ld  in  the s a i n t 's  honour. In  s p it e  o f  the 
e c c l e s i a s t i c a l  tasks in  h is  l i f e ,  Góngora n e v e r th e le ss  found 
tim e to pen s ix  rom ances, among them the m orisco  ' Famosos son 
en la s  annas' (2 8 ) and two d e l ig h t fu l  romances am orosos, 
'F r e s c o s  a i r e c i l l o s '  (2 9 )  and 'L lo ra b a  la  n iñ a ' ( 3 0 ) .  In  1591 
th ree  more romances a re  thought to have been composed, and the 
same s e le c t io n  o f  romances as had p re v io u s ly  appeared in  the 
V i l l a l t a  (Moncayo) romancero were pu b lish ed  in  the F lo r  de 
v a r io s  romances nuevos y ca n c io n e s , prim era y segunda p a r te , 
ahora nuevamente r e c o p ila d o s  y puestos en orden por Andrés de 
V i l l a l t a . . «Añadióse ahora nuevamente la  te r ce ra  p a rte  por 
F e lip e  Mev. ^
This was a s ig n i f i c a n t  p e r io d  in  Spanish h is t o r y .  Spain 
was a t war w ith  France, the E nglish  a tta ck ed  from the sea m ajor 
p o r ts  such as C adiz, and the Armada was d e fea ted  by Drake- 
Phi l ip  I I I  came to  the throne in  1598. A lthough Góngora 
was aware o f  these even ts  he makes no d i r e c t  re fe re n ce  to  them
in  h is  rom ances. Only a cou p le  o f  sonnets were w r itte n  as an
23h e r o ic  compliment to  s o ld i e r s ,  and even th ese a re  n ot c l o s e l y  
con nected  to  the g r e a te r  scheme o f  h i s t o r i c a l  e v e n ts . Góngora 
was in  Madrid in  1592, making p r o v is io n  f o r  h is  b ro th e r , and 
in  that year produced no new romances, a lthough  fo u r  appeared
in  another p u b lic a t io n  -  Quart»y qu inta  p arte  de f l o r  de
24romances r e c o p ila d o s  por Sebastián  V élez de Guevara. In  the 
fo l lo w in g  yea r, 1593, Góngora l e f t  f o r  Salamanca on 28 June to 
welcome the new Bishop o f  Salamanca, and la t e r ,  on 30 August 
he f e l l  i l l  aga in , th is  time so g ra v e ly  that he was unable to 
resune h is  jou rn ey  back to Cordoba b e fo r e  26 November. This 
i l ln e s s  became the s u b je c t  o f  s e v e ra l poems in  th at y e a r , the 
sonnets ' Huésped s a c r o , señ or, no p ereg r in o ' and ' Descaminado,
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enferm o, p e r e g r in o ', and the romance ' No me bastaba e l  p e l ig r o ' 
( 3 7 ) .  Two o th er  romances were produced in  the same y e a r , one 
o f  them a romance m or isco  ' Levantando blanca espuma' ( 3 9 ) .  The 
vogue f o r  the rom ancero nuevo in crea sed  and each year more com­
p i la t io n s  appeared co n ta in in g  romances composed by Gongora,
Lope and o th er  c e le b r a te d  p o e ts . Each com p ila tion  ran in to  
se v e ra l e d it io n s  as the eager l i t e r a t e  p u b lic  snapped them up 
the moment they appeared . Three r e p r in ts  o f  previous p u b lic ­
a t io n s  (V i l l a l t a  and Moncayo) appeared in  1593, and a ls o  the
newer Quarta, qu in ta  y sexta  p arte  de f l o r  de romances nuevos
25nunca hasta  agora im pressos llamado R am ille te  de F lo r e s .
The trend con tin u ed  o v e r  the n ext few y e a rs , w ith  more parts  
o f  the F lo r  de romance appearing p r io r  to th e ir  eventual
26c o l l e c t i o n  by M iguel M artfnez in  the Romancero general o f  1600.
I t s  su ccess  was im m ediate and i t  was rep r in ted  in  Medina d e l
Campo (1602 ) and M adrid (1 6 0 4 ) . A second p a rt was added to i t  
27in  1605.
Gongora' s e c c l e s i a s t i c a l  ca re e r  improved from 1594 when 
he was e le c te d  t r e a s u re r  o f  the ch ap ter  a t Cordoba on 22 June.
A s o l i t a r y  romance ' M o r is te , Ninfa b e l la ' (4 0 )  appeared in  that 
y ea r, commemorating the death o f  the nun Dona Luisa de Cardona. 
This and one o f  two more romances w r itte n  in  1595, ’ S in  Leda y 
s in  esperanza1 ( 4 1 ) ,  have o ft e n  led  s ch o la rs  to sp ecu la te  upon 
a rom antic attachm ent that Gongora may have f e l t  towards Luisa
de Cardona. Jammes g iv e s  e la b o ra te  d e t a i ls  o f  the arguments
28fo r  and a ga in st t h i s .  Gongora undertook an embassage to 
H u s il lo s , P a len cia  in  1596 and two years la t e r  was fu r th e r  pro­
moted as a s s is ta n t  to  the Bishop o f  Cordoba. Further su ccess  
came w ith  h is  appointm ent as a u d ito r  o f  the chapter in  1600, 
a t  the age o f  t h ir t y -n in e ,  and when the see o f  Cordoba became
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vacant in  August 1601 Góngora hoped to  be chosen f o r  i t ,  a lthough
w ithout s u cce s s . W h ilst h is  c a r e e r  was undergoing co n s id e ra b le
advancement Góngora produced few rom ances. Over a p er iod  o f  s ix
29years he w rote on ly  f i v e ,  but a f t e r  1601 h is  in t e r e s t  in  the 
romance was rev iv ed  w ith  the p ro d u ctio n  o f  three romances in c lu d ­
in g  the romance de ca u tiv o s  'Según  vu elan  por e l  agua' (4 9 ) and 
the s in ce  h ig h ly  a ccla im ed  'En un p a s to r a l  a lbergu e ' ( 4 8 ) .  I t  
i s  in te r e s t in g  to n o te  th a t the l a t t e r ,  w ith  i t s  superb r u s t ic o -  
p a s to ra l s e t t in g ,  i s  w r itte n  a t  the tim e when the ch apter o f  
Cordoba took  ou t a le a s e  on the Huerta de don M arcos, near 
Cordoba, f o r  G óngora.^
The year 1603 marked an even la r g e r  in crea se  in  G ón gora 's
p o e t ic  a c t i v i t y .  In  a l l  he w rote fo u r te e n  sonnets, two l e t r i l l a s
31and as many as fo u r  rom ances, o f  which the lo v e ly  ' En lo s  
p in ares de Júcar' (5 2 )  i s  rem in iscen t o f  G ón gora 's jou rn ey  to 
Cuenca in  th a t year on h is  in v e s t ig a t io n s  o f  lim pieza de san gre . 
This work was com pleted  by 6 May, and betw een May and November 
Góngora stayed  in  V a lla d o l id , where the Court was in  re s id e n ce .
To retu rn  to  Cordoba e v e n tu a lly  he was fo r c e d  to borrow the sun 
o f  1,500 r e a le s  (7  November). During h is  stay  a t Court Góngora 
con cen tra ted  on more c o u r t ly  form s o f  p o e tr y , p a r t ic u la r ly  the 
sonnet, and wrote o n ly  one romance in  th a t  year, probably  on 
h is  retu rn  to  Cordoba, and an oth er in  1605 . I t  was in  1605 
that Pedro Espinosa pu b lish ed  h is  Primera parte  de la s  f l o r e s  
de poetas i lu s t r e s  de Espaha. D iv id id a  en dos l ib r o s  
(V a lla d o l id )  in  which Góngora f ig u re d  as the m ajor c o n tr ib u to r  
among o th e rs  such as Espinosa h im s e lf , Quevedo, S a linas and 
Lope de Vega. I t  i s  n o t  p o s s ib le  to  know whether Góngora 
gave h is  con sen t to  the use o f  h is  works. However, unauthor­
ize d  p u b lic a t io n  o b v io u s ly  trou b led  him, f o r  on 30 September
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1605 a document was drawn up to  p r o h ib it  t h is .
G ón gora 's in te r e s t s  had by th is  time moved to  more c o u r t ly  
c i r c l e s ,  w ith  a view  to accompanying one o f  h is  patrons on 
t h e ir  v ic e r e g a l  d u tie s  abroad . In  1606 and 1607 he spent some 
c o n s id e r a b le  time w ith  the Marqueses de Ayamonte a t  th e ir
e s t a t e  near Huelva, w r it in g  c o u r t ly  and amorous p oetry , in c lu d -
34 „
in g  a romance in  t h e ir  honour. The Marques had been in  lin e  
to  become the v ic e r o y  o f  M exico, and probably  GSngora hoped 
to  be in clu d ed  in  h is  en tou rage. However the Marquesa d ied  in  
November 1607 and G ongora 's hopes were dashed f o r  the scheme 
was abandoned. Another o f  h is  pa tron s , the Conde de Lemos, 
l e f t  Spain as v ic e r o y  o f  Naples in  1608, but aga in  GSngora 
was n o t  in clu d ed  among h is  a tten d a n ts . The s o le  romance o f  
th a t y e a r , 'L a s  f l o r e s  d e l romero' (5 8 ) ,  i s  a th in ly -d is g u is e d  
r e f l e c t i o n  o f  h is  d isappointm ent.
1609 was fe v e r is h ly  busy f o r  Gongora, t r a v e l l in g  w idely  
in  in v e s t ig a t io n s  o f  the lim pieza de sangre o f  Don Diego Pardo. 
Between 3 and 6 A p r i l  he was to  be found in  M adrid, on 19 in  
A lc a la ,  and he had reached Burgos by 29 A p r i l .  He was in  
A lava on 6 and 7 May and in  Pontevedra by 3 June. Although 
the in v e s t ig a t io n  was com pleted s h o r t ly  a fte rw a rd s , Gongora 
rem ained in  Madrid u n t i l  27 November and o n ly  then returned 
to  Cordoba. He managed to w r ite  th ir te e n  son n ets , a t le a s t  
one l e t r i l l a  and two romances -  ' En e l  b a i le  d e l e j id o ' (6 0 ) 
and ' Esperando estSn la  rosa ' (6 1 ) -  in  between a l l  th is  t r a v e l­
l i n g .  The years 1610 to 1616 were those when GSngora concen -
35tr a te d  h is  e f f o r t s  s e r io u s ly  upon h is  p oe try , but i t  was a ls o  
a tim e o f  b i t t e r  d isappoin tm ents. In  1610 he took  part in  
a certam en p o e t ic o  f o r  the c e le b r a t io n s  o f  San Ign a cio  in  
S e v i l l e .  His sonnet ' En tenebrosa  noche, en mar a ira d o ' was
3 3
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beaten  by one from Juan de J á u reg u i. Góngora was now in
Cordoba, h is  h ea lth  g ra d u a lly  w orsen ing, and he made p r o v is io n
f o r  h is  nephew Luis de Saavedra y Góngora to  r e c e iv e  h is  ra c ió n  
37a f t e r  h is  d ea th . I l l  h e a lth , however, was no bar to  h is
c r e a t i v i t y :  'A p eóse  e l  c a b a l le r o ' (6 2 ) and two o th e r  romances
o f  1610 were fo llo w e d  by two m ore, in c lu d in g  ' C lo r is  e l  más
b e l l o  grano' (6 6 ) in  1611. T h is  was a ls o  an im portant year
f o r  in f lu e n c e  on G ón gora 's p o e try  f o r  Luis de C a r i l l o  y
Sotom ayor's  Obras appeared in  p r in t  posthunously, w ith in  which
was h is  v e r s io n  o f  the Fabula de A c is  v G a latea . I t  i s  c e r ta in
th at Góngora would have read th ese  works and p o s s ib ly  taken
them w ith  him on h is  s o jou rn  a t  the Huerta de don M arcos in
1612. Then he put a s id e  co m p o s itio n  in  sh o r te r  m easures f o r
h is  lo n g e r  works, a lthough  ech oes o f  the romances can be heard
in  both  the Fabula de P olifem o which appeared in  M adrid in
1613 and in  the S o led a d es . These m ajor works were g iv e n  a
mixed r e c e p t io n  and prom pted both  commentaries and a n t íd o t o s .
Góngora was g r e a t ly  d isa p p o in te d  when the f i r s t  Soledad was
a tta ck e d , and d id  n o t com plete the o th ers  he had p rob a b ly
planned. In stead  he returned  to  sh orte r  co m p o s it io n s , the
romances 'C uántos s i l b o s ,  cuántas v oces ' (6 8 ) in  1613 and 'L a
sem illa  ca íd a ' (6 9 ) f o r  the b e a t i f i c a t io n  o f  Santa T eresa  de
38Jesu s, under the pseudonym o f  V ic a r io  de T r a s s ie r r a . The 
number o f  romances in crea sed  to  fo u r  in  1614 in c lu d in g  the 
am orosos 'C u a tro  o s e is  desnudos hombros' (7 0 ) ,  'A l  campo 
s a l i ó  e l  e s t í o '  (7 1 )  and 'C ontando estaban sus ra y os ’ ( 7 2 ) .
Góngora fo llo w e d  the C ourt to Toledo and soon p ressed  
one o f  h is  p a tron s , the Duque de Lerma, f o r  whom he composed 
a p an egyric  between 1616 and 1617, to recommend him f o r  the 
p ost o f  Royal C haplain . This was granted to him on 15 O ctober
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1617. A lthough the m a jo r ity  o f  G óngora 's com p osition s a t  th is  
tim e were in  the more c o u r t ly  sonnet form , the m ost am bitious 
o f  h is  romances was produced in  1618, the m a g n ificen t burlesque 
Fábula de P iramo y T isbe  ( ' l a  ciudad de B a b ilon ia ' ( 7 4 ) ) .  In 
s p it e  o f  th is  p o e t ic  su ccess  Góngora was in  f in a n c ia l  d i f f i ­
c u l t i e s  due to h is  expenses a t  C ourt. An attem pt to g a in  the 
Chantry o f  Cordoba fa i le d  and he was fo r c e d  to send f o r  a l l  the 
money from h is  r a c ió n . When the Court moved to P ortugal in  
1619 he co u ld  not a f f o r d  to fo l lo w  i t  and, renewing h is  w r it in g , 
crea ted  fo u r  romances, among them ' C a lla ré  la pena mía' (7 6 ) 
and 'O jo s  eran fu g i t iv o s ' ( 7 7 ) .  Seven more romances appeared 
in  1620, o f  which two were in  honour o f  P rince P h ilip  and h is  
w ife  ( 'A l  tron co  de un verde m irto ' (8 1 )  and 'L a s  esm eraldas
en yerba ' (8 0 ) )  and a th ird  to Don A ntonio Ponce de León y
39Chacón, ' Con su querida  A m arylis' ( 8 5 ) .  Some s ch o la rs  suggest 
th at i t  was a t th is  time th at V icu ñ a 's c o l l e c t i o n  o f  some o f  
G óngora 's works was due to appear, but some disagreem ent took 
p la ce  and Vicuña was p ro h ib ite d  by the e a r l i e r  s ta tu te  from 
goin g  ahead with p u b lic a t io n  w ithout G óngora 's con sen t. His 
Obras en v erso  d e l Homero español appeared in  p r in t  im m ediately 
a f t e r  G ón gora 's death  in  1627. From 1620 onwards i t  seems that 
Góngora gave h is  h e lp  to Chacón, to  whom the above romance is  
d e d ica te d , to r e - c o l l e c t  a l l  e x is t in g  com p osition s in  one 
m an u scrip t, and th is  continued  up t i l l  the p o e t 's  death,
although i t  was n o t  published  u n t i l  a f t e r  i t s  re d is co v e ry  in
40the tw en tieth  cen tu ry .
1621 was a sad year f o r  Góngora. His own h ea lth  d ec lin ed  
fu rth e r  and he w rote more e le g ie s  than s a t i r e s .  With the death 
o f  the k in g  and the su ccess ion  to the throne o f  P h ilip  IV in  
March o f  1621, the way was c le a r  f o r  the r is e  o f  the
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Conde-Duque de O liv a r e s  and the demise o f  p rev iou s  C ourt fa v ou r­
i t e s ,  among them G 6ngora 's patron s and f r ie n d s *  R odrigo C alderon , 
Marqués de S ie t e i g l e s i a s ,  and a good f r ie n d  to  the p o e t , was 
executed  in  O ctob er  1621. Three romances were composed in  th a t 
y e a r , one o f  th ese  an ex p ress ion  o f  d isappoin tm ent a t  the muta­
b i l i t y  o f  c ircu m sta n ces , ’ Guarda c o r d e r o s , za ga la ' ( 8 7 ) .  For 
the f i r s t  time s in c e  the p r o h ib it io n  docunent was s ig n ed , some 
o f  G ón gora 's works were pu b lish ed  in  Prim avera y f l o r  de lo s  
m ejores romances que han s a l id o ,  aora nuevamente en e s ta  Corte
re co g id o s  de v a r io s  p o e ta s .. .d i r ig id o  a l  m aestro T irso  de 
41M olin a . I t  can o n ly  be assumed that Gongora gave h is  con sen t
as a mark o f  r e s p e c t  f o r  T ir s o . Another sad lo s s  came in  1622
when G ón gora 's f r i e n d  the Conde de V illam ed ian a  was a ssa ss in a te d
42in  a staged  s tr e e t -b r a w l on 21 August. Two months la t e r  
G ón gora 's patron  th e  Conde de Lemos d ie d . N a tu ra lly , the p o e try  
o f  th is  y ea r , even i t s  three romances, i s  more sober than u su a l, 
and o n ly  three m ore romances appear betw een 1621 and the end o f  
G ón gora 's l i f e . ^
The la s t  few  years o f  G ón gora 's l i f e  saw him w e l l -  
acquain ted  w ith O liv a r e s , who c o n t in u a lly  prom ised him pensions 
y e t  d id  l i t t l e  to  arrange them. However, he urged the p oet to  
o rd er  h is  works f o r  p u b lic a t io n , and i t  may be p a r t ly  because 
o f  th is  th at the Chacon m anuscript i s  so e x te n s iv e . In  1625 
Góngora was gran ted  a pension  in  the d io c e s e  o f  Cordoba, but 
unhappily the new lan d lord  o f  h is  house in  Madrid, F ra n cisco  
de Quevedo, e v ic t e d  him, and the death o c cu rre d  o f  C r is tó b a l 
de H eredia, who f o r  many years had a s s i s t e d  him f in a n c i a l ly .
S t i l l  in  M adrid, in  la te  February o r  e a r ly  March o f  1626,
Góngora s u ffe r e d  an apoplexy which l e f t  him para lysed  and w ith
44
a p a r t ia l  lo s s  o f  memory. He was c l o s e  to  death a t  one p o in t
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so th a t the Queen sen t her own ph ysic ian s  from Aragon to  attend  
him, and having made some recov ery  he r e t i r e d  to Cordoba. His 
c o n d it io n  was so bad th at on 30 O ctober he was granted a l ic e n c e  
to hear mass in  h is  own home. Yet he had n ot q u ite  fo r g o t te n  
h is  p o e try , f o r  on 1 November he signed a document donating
h is  works to h is  nephew Luis de Saavedra y Gongora. Part o f  i t
. * 5rea d s :
por quanto yo e hecho algunas o b ra s , a s í  
en p o e s ía  como en p ro ssa , y d e lla s  tengo 
boluntad  de ha§er donación  a don Luys de 
Saabedra y Gongora, mi s o b r in o , . . .  para 
que é l  su p liq u e  a Su Magestad y  señores 
de Su Real C onsejo le  den l i s s e n c ia  para 
in p r im illa s  en su cabeza y é l  goze  de sus 
aprobecham ientos, y poniendo en e fe to  e s te  
deseo y determ inada bolu n tad , en la mexor 
manera que puedo y a lu gar de derech o, 
hago g ra c ia  y donación  en ffa u o r  d e l d icho 
don Luys de Saabedra y GÓngora, mi sob rin o , 
de la s  d ich as mis o b ra s , s in  e^eptar n i 
r re s e rb a r  co ssa  alguna d e l l a s , . . .
. . . d o y  y o to rg o  a e l  d ich o  don Luys de Sa 
Saabedra, mi s o b r in o , poder cu n p lid o  y 
tan b astan te  como de derecho se rreq u ie re  
para que pueda p arezer y parezca ante Su 
Magestad y señores de su Real C onsejo y 
pida l i s e n z ia  para ymprim ir la s  d ichas 
mis obras y haga en rra§on  d e l lo  las  súp­
l i c a s ,  ped im ien tos, au tos y d i l ig e n z ia s  
que sean n e z e sa r io s  y la s  que saque en su 
cabeza y g o je  de sus aprobecham ientos por 
que tenga cuydado de h azer b ien  por mí 
alma, y en e fe t o  haga en rra$ón d e l que 
se le  dé la  d icha l i s e n c ia  para la  dicha 
ynpresiSn  todo a q u e llo  que conbenga y que 
yo h a ría  s i  f fu e s e  p resen te , que para e l l o  
le  doy mi mesmo poder como de derecho se 
r re q u ie re  y con fa c u lta d  de lo  s u s t i t u ir  
para la s  d ich as d i l i g e n c i a s . . . .
Gongora d ied  in  h is  home on 23 May 1627 and was bu ried  
in  the fam ily  v a u lt  in  the ch apel o f  San Bartolomé in  Cordoba
Cathedral
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"sepan quantos e s ta  ca r ta  de poder v ie re n  cómo yo don 
Luis de Góngora, c l é r i g o  de co ron a , . . . "  (my i t a l i c s ) .
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9 See the Chacon m anuscript as g iven  by F-D in  Obras 
p o é t i c a s . . . .
10 A l l  numbers in  b ra ck ets  are th ose  g iven  in  the e d i t io n
o f  A ntonio C arreño, Romances (M adrid, C átedra, 1982). 
I  use h is  dating  and orthography throughout when 
qu otin g  romances un less oth erw ise  s ta te d .
11 1582 was the year in  which romances were overshadowed
by th ir te e n  son n ets .
12 La G alatea , ed ited  by J . B au tista  A v a lle -A rce , 2 v o ls
(M adrid, Espasa Calpe, 1968 ), I I ,  p . 210.
13 M iguel A r t ig a s , B io g r a f ía . . . , ch .IV .
14 But see R . P. C a lc r a ft , ' Góngora' s sonnet 'A  C ó r d o b a '',
EMLS.2 7  (1981), 83 -87 .
15 A r t ig a s , B io g r a f ía . . . , ch .IV .
16 Chacón m anuscript as found in  F-D; Romances, e d it e d  by 
José  María de C ossíb  (M adrid, A lia n za , 1980); Carreño 
e d it io n  o f  Romances.
17 A r t ig a s , Penney and o th e rs .
18 A lon so , Góngora y e l  P olifem o I p .4 3 .
19 See my a n a ly s is  o f  the poem in  chapter
20 Seven romances and two rom a n cillos  were in cluded  by
Góngora -
'L a  más b e l la  niña '
'L a s  redes sobre e l  arena'
' Que se nos va la pascua, mozas'
'Amarrado a l  duro banco'
'A q u í en tre  la  verde ju n c ia '
'A q u e l rayo de la  guerra '
' Noble desengaño'
' E nsíllenm e e l  asno ru c io '
' Ahora, que estoy  d esp a cio '
F-D, I I I ,  p .9 0 .
21 The l e t r i l l a  was to  be used m ainly as a b a s is  f o r
s a t i r i c a l  comment in  G dngora's work, a lthough  he 
a ls o  produced a s e r ie s  o f  extrem ely b e a u t ifu l
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l e t r i l l a s  s a c r a s .
22 V alencia  1591 (F -D , I I I ) .  Part 3 co n ta in s  'Servía  en Oran
a l  rey ' .
23 For example the son n ets : Del Margues de Santa Cruz. ( 'N o
en b ro n ce s , que caducan, m orta l m ano') and A don Luis 
de Vargas ( 'T Ú , cuyo i l u s t r e ,  en tre  una y o t r a  a lm en a '), 
1588, n o s .4 and 5 in  Sonetos com p le tos , e d ite d  by 
B iru té  C ip l i ja u s k a it é ,  3rd e d it io n  (M adrid, C a s ta lia ,
1978), p p .5 6 -7 .
24 Burgos, 1592«
' C iego  que apuntas y a t in a s '
' La d e sg ra c ia  d e l fo rz a d o '
'A  v o s  d ig o , señor T a jo '
in  a d d it io n  to th ose in  e a r l i e r  p a r ts .
25 Pedro de F lo r e s , L isb on :
' C iego  que apuntas y a t in a s '
' La d e sg ra c ia  d e l fo rza d o '
' C riá b a se  e l  a lban és '
'T r i s t e  p isa  y a f l i g i d o '
'A r r o j ó s e  e l  m ancebito '
'D e ja d  lo s  l ib r o s  ahora'
' A  v o s  d ig o , señor T a jo '
' Levantando b lan ca  espum a'•
26 See Romancero gen era l fa c s ím ile ,  e d it io n  o f  G onzález P a le n c ia ,
and Las fu en tes  d e l Romancero g e n e ra l, e d ite d  by 
A . R odríguez-M oñino, 12 v o ls  (M adrid, 1957 ).
Romancero gen era l en que se con tien en  todos lo s  romances 
que andan im presos en las  nueve p a rtes  de rom anceros.
(1 )  'E n s ílle n m e  e l  asno r u c io '
'Am arrado a l  duro banco'
(2 )  'A q u e l rayo de la  guerra '
' Las redes sobre  e l  arena '
' La más b e l la  n iña '
' Que se nos va la  pascua, mozas'
'A h ora , que e s to y  d esp a c io '
' N oble desengaño'
'A q u í  en tre  la  verde ju n c ia '
(4 )  ‘ C iego  que apuntas y a t in a s '
'A  v o s  d igo , señor T a jo '
(5 )  'L a  d esg ra c ia  d e l fo rz a d o '
'A r r o jó s e  e l  m ancebito '
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l e t r i l l a s  s a c ra s .
22 V alen cia  1591 (F-D , I I I ) «  Part 3 c o n ta in s  'Servía en Oran
a l rey ’ .
23 For exaraple the son n ets : Del Margues de Santa Cruz. ( 'N o
en b ro n ce s , que caducan, m ortal m a n o ') and A don Luis 
de Vargas ( 'T u , cuyo i lu s t r e ,  e n tr e  una y o tra  a lm en a '), 
1588, n o s .4  and 5 in  Sonetos com p le tos , ed ited  by 
B iruté C ip l i ja u s k a ité ,  3rd e d i t i o n  (M adrid, C a sta lia , 
1978), p p .5 6 -7 .
24 B urgos, 1592<
' C iego que apuntas y a t in a s '
' La d esgracia  d e l fo rza d o '
'A  v o s  d ig o , s e ñ o r  T ajo '
in  a d d it io n  to those in  e a r l i e r  p a r ts .
25 Pedro de F lo r e s , L isbon :
'C ie g o  que apuntas y a t in a s '
' La desgracia  d e l fo rzad o '
' C riábase e l a lban és '
'T r i s t e  p isa  y a f l i g id o '
'A r r o jó s e  e l  m ancebito '
'D e ja d  lo s  l ib r o s  ahora'
'A  v o s  d igo , señor T ajo '
' Levantando b lanca  espuma' .
26 See Romancero general fa c s ím ile ,  e d i t io n  o f  González P a len cia ,
and Las fu en tes  del Romancero g e n e r a l, ed ited  by 
A . R odríguez-M oñino, 12 v o ls  (M adrid , 1957).
Romancero general en que se co n tie n e n  todos lo s  romances 
que andan im presos en las nueve p a rte s  de rom anceros.
(1 )  'E n síllen m e e l  asno ru c io '
'Amarrado a l duro banco'
(2 )  'A q u e l rayo de la  guerra'
' Las redes sobre e l  arena'
' La más b e lla  n iña '
' Que se nos va la  pascua, m ozas'
'A h ora ,q u e  e s to y  d esp a cio '
' N oble desengaño'
'A q u í entre la  verde ju n c ia '
(4 )  'C ie g o  que apuntas y a t in a s '
'A  v o s  digo, señor T ajo '
(5 )  'L a  d esgracia  d e l fo rza d o '
'A r r o jó s e  e l  m ancebito '
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29
30
31
32
33
34
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I
( 8 )
(9 )
(6 ) Levantando b la n ca  espuma1 
Dejad un r a to  lo s  l i b r o s ' 
T r is t e  p isa  y  a f l i g i d o '  
C riábase e l  a lb a n es '
D iez años v i v i ó  Belerma' 
En e l  cau d a loso  r ío '  
I l u s t r e  ciudad  famosa' 
D ejad un r a to '
Hanme d icho hermanas'
En e l  ca u d a loso  r ío '
En la  pedregosa o r i l l a '
Segunda par t e  d e l Romancero g en era l y f l o r  de d iv e rsa
p o e s ia . R ecop ilada  por M iguel de M adriga l. V a lla d o lid  
R . Jammes, Études sur l 'o e u v r e  p o é tiq u e  de don Luis de
Gongora y  A rgote (B ordeaux, 1 9 6 7 ), p. 419 and fo l lo w in g  
' Terao tanto lo s  seren os ' (4 3 ) ,  1596, d ed ica ted  to Don Pedro 
de Venegas and o f t e n  used as a p r o o f  o f  G on gora 's
enjoym ent o f  ca rd s .
'D ocum entos g o n g o r in o s ', d o c .6 8 , 17 June 1602, p p .161 -66 . 
F-D  g iv es  the dates o f  two o f  these as 1605.
M ost o f  th ese  were son n ets  due to  the e d it o r ' s aim o f
producing a volume o f  p oetry  which was popu lar y e t  
lea rn ed .
'D ocum entos g o n g o r in o s ',  d o c .7 8 , 30 September 1605, p .1 8 3 :
" . . . ( q u e )  sean y c o n tr a d e z ir  e con tra d ig a  q u a lq u ie r  
im presión  o estampa que se pretenda hazer y h iz ie r e  
de q u a lq u ie r  obra  mía por q u a lq u iera  persona y pida 
que no se  haga la  d ich a  im presión  y s i  se v b ie r e  
fech o se  dé por ninguna y que no se inprim a, y en 
la  d ich a  rra^ón p resen te  q u a le sq u ie r  e s c r i t o s  de 
q u e re lla s  con tra  la s  personas que lo  h iz ie r e n  y 
pidan sean presos y condenados en la  mayores penas 
que de derecho v b ie r e  lugar y p resen te  t e s t ig o s  y 
e s c r i t u r a s ,  rresponde a lo  de c o n t r a r í o .•••
'D on de esc la rec id a m en te ' ( 5 7 ) ;  a ls o  sonnets and décim as. 
(See ch a p ter  VIL)
A lon so  in c lu d e s  these y ea rs  in  what he c a l l s  G ón gora 's
'é p o ca  c o r d o b e s a '.  More re ce n t  s ch o la rs  are le s s  
in c l in e d  to  draw d is t in c t io n s .
70
36 P ublished  in  R ela ción  de la  f i e s t a  que se h izo  en S e v i l la
a la b e a t i f i c a c ió n  d e l g lo r io s o  san Ign acio  fundador 
de la  compañía de J esú s . 1615.
37 'Docum entos g o n g o r in o s ', d o c .9 0 t 18 February 1616, p p .195-8.
38 Obras com pletas de L u is de Góngora, ed ited  by J . and I .
M il lé  y Giménez, 6th e d it io n  (M adrid, A gu ila r , 1 9 7 2 ), p . l l l l .
F e s t iv i t ie s  took  p la c e  in  May 1614 in  Cordoba.
39 A lso  two m oriscos  am orosos. 'E n  la  fu erza  de A lm ería ' (8 2 )
and 'P o r  la s  fa ld a s  d e l A tla n te ' (8 3 ) ,  the r ú s t ic o  
'M in g u illa  la  siem pre b e l la ' (8 4 )  and the romance sacro 
'C uántos s i l b o s ,  cuántas v oces ' (8 6 ) .
40 See in tro d u ctio n  to F-D, I ,  p .ix «
' E x iste , en cam bio, una c o le c c ió n  m anuscrita de obras 
de Góngora, hasta hoy muy poco exp lorada , que -  sa lvo  
una excep ción  -  nunca fue ten ida  en cuenta por l o s  
e d ito r e s  d e l p oe ta , y que se conserva en la  B ib l io t e c a  
N acional de M adrid. Tal es e l  m anuscrito Chacón, 
c o le c c ió n  formada p or  e l  cuidado de don A ntonio Chacón 
Ponce de León, señ or de P olvoranca, quien la h iz o  con­
su ltando constantem ente con Góngora lo s  te x to s , la s  
fechas y la  in d ic a c ió n  de lo s  asu n tos, según e l  mismo 
Chacón lo  d ec la ra  en su p ró lo g o . Es d e c ir ,  que e l  
m anuscrito Chacón v ien e  a se r  una c o le c c ió n  hecha ba jo  
la  v ig i la n c ia  d e l a u t o r . . . .L a  d e d ica to r ia  de Chacón 
a l  Conde-Duque de O liv a re s  está  fechada en 12 d e  d ic ­
iembre de 1628 .'
41 Poems w ritten  f o r  p o e try  com p etition s  were p rin ted  in  the
record s  o f  the f e s t i v i t i e s  h eld  in  honour o f  Santa 
Teresa and San Ig n a c io  (s e e  n ote  36) 'p °r  e l  
l ic e n c ia d o  Pedro A r ia s  Perez' Madrid, 1621, in c lu d ed  
the l e t r i l l a  'N o son todos ru ise ñ o re s ' ( in  R. Jammes, 
L e t r i l la s  (M adrid, C a s ta lia , 1980), n o . I l ) ,  ' Escuchadme 
un ra to  a te n to s ' ( 1 7 ) ,  ' Sallándome e so tro  d ía ' (6 3 )  
and 'M in g u illa  la  siem pre b e l la ' (8 4 ) .  This work ran 
to e igh teen  e d i t io n s .
42 Rumours th at he was in vo lved  w ith  the Queen spread  
a f t e r  he c a r r ie d  h er to  s a fe ty  from a f i r e ,  and there
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were those who wished h is  d ow n fa ll a t  cou rt*  See 
A r t ig a s , B io g r a f ía . . . . ch . X I.
43 One o f  th ese , 'T od o  se murmura', 1626 (9 4 ) ,  i s  in clu d ed
by Carrefio accom panied by the n o te :
'M s Chacon ( F . - D . ,  I I  nun 4 2 2 ). M .-G ., a l  ig u a l que
F .-D . ,  lo  in c lu y en  como " l e t r i l l a  s a t í r i c a " .  M .-G . 
in d ic a  a l  r e s p e c t o : " l l e v a  esta  com p osic ión , e f e c t iv a ­
m ente, e l  t í t u lo  de l e t r i l l a ,  pero es en re a lid a d  un 
r o m a n c e , . . . ' ,  p .4 7 4 .
44 His memory was s t i l l  good enough ro remember ex ten s iv e
l i s t s  o f  deb ts  when making h is  w i l l .  (A r t ig a s , 
B io g r a f ía . . . , c h .X I I , and 'Sem blanza de G óngora ',
R ev ista  de A tenea. C h ile , 393 (1961 ), 5 -4 6 .
45 '  Docunentos gongo r iñ o  s ' , d o c .9 7 , 1 November 1626, p .2 0 7 -9 .
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were th ose  who wished h is  d ow n fa ll a t  co u rt»  See 
A r t ig a s , B io g r a f ía » . . . ch . X I.
43 One o f  th e se , 'T odo  se murmura’ , 1626 (9 4 ) ,  i s  in clu d ed
by Carrefio accompanied by the n o t e :
* Ms Chacon (F . - D . ,  I I  num 4 2 2 ) . M .-G ., a l  ig u a l que
F .-D » , lo  in clu yen  como " l e t r i l l a  s a t í r i c a " .  M .-G . 
in d ic a  a l  r e s p e c to : " l le v a  e s ta  com p osic ión , e f e c t iv a ­
m ente, e l  t í t u lo  de l e t r i l l a ,  pero  es en re a lid a d  un 
r o m a n c e , . . . ' ,  p .4 7 4 .
44 His memory was s t i l l  good enough ro  remember ex ten s iv e
l i s t s  o f  debts when making h is  w i l l .  (A r t ig a s , 
B io g r a f ía . . . , ch .X II , and 'Sem blanza de G ón gora ', 
R ev ista  de A tenea. C h ile , 39 3 (1961 ), 5 -4 6 .
45 'Docum entos g o n g o r in o s ', d o c .9 7 , 1 November 1626, p .2 0 7 -9 .
TEXTS, CLASSIFICATION AND CRITICISMS 
OF THE ROMANCES OF LUIS DE GONGORA
CHAPTER I V
The su rv iv in g  te x ts  o f  the works o f  Góngora are by and large  
w ell-docu m en ted ; a lm ost a l l  w r ite rs  concerned with the works 
p rov id e  com prehensive review s o f  th ese  t e x t s ,  F ou lch é-D elbosc 
in c lu d e s  a c h r o n o lo g ic a l  ta b le  o f  the te x ts  in  which works o f  
Góngora have been p u b lish ed  in  the 1970 e d it io n  o f  the Obras 
p o é t ic a s  de don Luis de Góngora,  ^ and the l i s t  o f  works has 
been added to  more r e c e n t ly  by J . F . M ontesinos and o th er  
c a r e fu l  s c h o la r s . U n til 1921 the a ccep ted  te x ts  o f  Góngora1 s 
works th ose  were th ose  produced by Juan López de Viciífta in  1627 
and Gonzalo de Hoces y Córdoba in  1633. The la t t e r  work aug­
mented the form er w ith  com p osition s  a t t r ib u te d  to Góngora ex­
tra c te d  from com piled  romanceros and from m an u scrip ts . The 
amount o f  ex tra  m a te r ia l can be i l lu s t r a t e d  by the example o f  
the romances a lo n e . Vicuña in cluded  a t o t a l  o f  seven ty  romances 
(w ith  the 'F ábu la  de Pframo y T isbe ' ) w h ils t  Hoces claim ed 
one hundred and s ix  to be by Góngora, some o f  which, however, 
remain ra th e r  d o u b tfu l in  au th orsh ip . N everless , many o f  these
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ex tra  poems are e a s i ly  a ccou n ted  f o r .  Vicuña and Góngora were
a cqu a in ted , and were p o s s ib ly  partners in  the co m p ila tio n  o f
a Góngora te x t  f o r  p u b lic a t io n . The 1627 e d it io n  o f  Obras en
v erso  d e l Homero español i s  preceded by the usual l i c e n c ia  and
p r iv i l e g io  bearing the date 1620, a c o n c lu s iv e  p ro o f th a t the
3
te x t  was due to  appear c lo s e  to  that e a r l i e r  d a te . Some d is ­
agreement between Góngora and Vicuña le d  to the a u th o r 's  pro­
h ib i t io n  o f  p u b lic a t io n , and Vicuña was fo rce d  to  w ithhold  h is  
prepared te x t  u n t il  a f t e r  th e  p o e t 's  death . T h ere fore  the te x t  
in c lu d e s  none o f  the poems composed la t e r  than 1620, which 
accou n ts f o r  c e r ta in  o f  the e x tra  nunbers in  the Hoces e d it io n . 
Other a d d it io n s  were l ik e ly  to  have been com piled from manu­
s c r ip t s  and p u b lica t io n s  co n ta in in g  poems a tt r ib u te d  to Góngora.
N otably few poems were pu blished  during G ón gora 's l i f e ­
tim e, and o f  these the romances occupy a p r iv i le g e d  s ta tu s .
More romances appeared in  p r in t  w h ils t  the poet l iv e d  than any 
o th e r  genre, due to the vogue f o r  the romancero during the la t ­
t e r  part o f  the s ix te e n th  ce n tu ry . T h e ir  p op u la r ity  e l i c i t e d  
m m erous r e p r in ts , but Góngora was to  p r o h ib it  the use o f  these
obras su e lta s  upon h is  d e c is io n ,  presum ably, to com pile  the
4
te x ts  o f  h is  own w orks. Thus, because no d e f in i t iv e  v e rs io n s  
o f  the poems were p rin ted  w h i ls t  the p oet was a l i v e ,  the Vicuña 
and Hoces e d it io n s  were to  be regarded as com plete by th ose  who 
fo l lo w e d . Only one e d it o r ,  as fa r  as i s  known, r e fe r r e d  to  a 
fu r th e r  source f o r  the p o e tr y . José P e l l i c e r  de Salas y 
Tovar must have con su lted  an oth er m anuscript when w r it in g  h is  
commentary o f  G óngora 's w orks, the L ecc ion es  solem nes ( f i r s t  
pu b lish ed  in  1630), f o r  he in c lu d ed  the f in a l  f o r t y - t h r e e  lin e s  
o f  the Soledad segunda, m iss in g  from the a lready  pu blished  
v e r s io n s . The on ly  m anuscrip t source o f  these lin e s  i s  that
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com piled  by Don A ntonio Ponce de LeSn y Chacón, red iscov ered  
o n ly  in  1900.^ T h is  m anuscript d i f f e r s  a t tim es in  con ten t 
and in  d e t a i l  from the two m ajor te x ts  in  p r in t ,  and one o f  
i t s  d is t in g u is h in g  fe a tu re s  i s  th a t i t  l i s t s  the p oetry  in  
c h r o n o lo g ic a l  o r d e r , g iv in g  d a tes which a re  f o r  the m ost part 
u n d isp u ted .^  The o r ig in  o f  the m anuscript i s  that i t  was com­
p ile d  by Chacon w ith  G óngora 's h e lp  and c o -o p e r a t io n  between 
the y ea rs  1620 and 1627. C erta in  a lt e r a t io n s  to  in d iv id u a l 
poems w ith in  i t  can be exp la in ed  by the th eory  formed by 
A lfo n so  Reyes in  1916 in  r e la t io n  to  the t e x t  o f  the L eccion es 
solem nes, and o u t lin e d  in  the essay  ' Los te x to s  de Gongora 
(C orru p cion es  y a l t e r a c io n e s ) ' ’?
Son lo s  p r in c ip a le s  causas de e r r o r ,  en sen­
t id o  d escen d ien te  de su im pu tab ilidad  a l 
p o e ta :
l a .  El abandono de Góngora: a ) ,  que no c o l e c ­
c io n ó  sus p o e s ía s ; b ) ,  que la s  d e jó  c o r r e r  
in com p le ta s ; c ) ,  que no f i j ó  a tiempo su 
c r o n o lo g ía .
2a. Su manía de c o r r e c c ió n , que es fu en te  de 
v a r ia n te s  igualm ente le g ít im a s .
3a. La m ordacidad de sus s á t i r a s :  a ) ,  que la s  
h iz o  d is im u la r o p erd er ; b ) ,  pasar por 
anónim as; c ) ,  con serv a rse  como a tr ib u id a s  
a é l ,  pero s in  c r i t e r i o  de c e r te z a .
4 a . La com ple jidad  de su e s t i l o  p o é t ic o ,  que 
p ro d u jo : a ) ,  e r r o r e s  de ig n o ra n c ia ; b ) .  
d iv e rg e n c ia s  de in te r p r e ta c ió n , todo 
fu en te  de v a r ia n te s .
5a . La semejanza lé x ic a  y té cn ica  de lo s  poetas 
d e l c i c l o  g on g orin o , que h iz o :  a ) ,  pro­
h i ja r  a Góngora p ieza s  a je n a s ; b ) ,  pro­
h i ja r  a o t r o s  p ie za s  p ro p ia s .
A e s ta s  causas e s p e c ia le s  hay que añ ad ir la s  
causas g en era les  de e r ro re s  m ecán icos de co p ia  
o de im prenta, ora sean manuales, ora  fo n é t i c o s .
The Chacon m anuscript approached the c o n d it io n  o f  p o in t  1, f o r  
i t  d is p la y s  an attem pt to  c o l l e c t  and date a l l  the poems as 
a c c u r a te ly  as p o s s ib le ,  but G ongora 's  poems seem to have been 
in  a s ta t e  o f  con sta n t f lu x ,  f o r  he wrote and rew rote wherever
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he saw f i t «  A f i n e  example o f  th is  p rocess  i s  revea led  in  the 
romance 'L a  más b e l l a  n if ia ', o f  which three v a r ia n ts  e x is t ,  the
g
la t e s t  o f  the th re e  being the m ost s t y l is e d  and r e f in e d . The 
p o p u la r ity  and rep ea ted  p u b lic a t io n  o f  the romances in  p a r t i c ­
u la r  must have le d  to many changes in  t e x t , some m erely the
m echanical e r r o r s  o f  which Reyes speaks, but o th ers  d e l ib e r a t e ly
9
a lte re d  by Góngora h im self in  respon se  to c r i t i c i s m :
Fue d ó c i l ís im o , y se  red u cía  con fa c i l id a d  
a emendar lo  que le  censuraban.
The r e s u lt  i s  th a t ,  apart from a few m echanical e rro rs  w ith in  
each in d iv id u a l t e x t  o r  m anuscrip t, the poems th ere  are a l l  
a u th e n tic , a l l  as fa r  as can be a s ce r ta in e d , w r itte n  and even 
c o r r e c te d  ( o r  s im p ly  changed) by Góngora in  person . A few 
arguable a t t r ib u t io n s  remain, bu t f o r  the m ost p art Chacón,
Hoces and Vicuña can be a ccep ted  as eq u a lly  a u th o r ita t iv e .
The number o f  romances w ith in  each t e x t  v a r ie s  -  Vicuna 
p r in ts  seven ty , Hoces one hundred and s ix ,  and Chacon g iv e s  
n in e ty -fo u r , bu t g re a te r  d i f f e r e n t ia t i o n  o ccu rs  in  th e ir  sub­
d iv i s io n .  The n o t io n  o f  c la s s i f y in g  romances in to  types o f  
subgenre was n o t  new and v a r ie d  fa r  more than m ight be ex p ected . 
I t  was commonplace f o r  e d it o r s  and com p ilers  o f  the seventeenth  
cen tury  to o rd e r  works under v a r io u s  h ead in gs, the main taxonom- 
i c a l  c o n s id e r a t io n s  being mood o r  theme. Poems were u su a lly  
c la s s i f i e d  a cco rd in g  to the m ajor c h a r a c t e r is t i c s  they d isp la y e d , 
whether they w ere sacred , l y r i c a l ,  h e r o ic ,  s a t i r i c a l ,  bu rlesqu e 
o r  am atory. The te x ts  o f  G ón gora 's works a re  no e x ce p tio n  to 
the r u le .  Vicuña d iv id e s  the romances as f o l lo w s :
Am atorios 14
L ír ic o s 28
S a t ír i c o s 9
B u rlescos
Fúnebres
Sacros
14
1
3
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H o ce s 's  taxonomy i s  o f  s im ila r  p ro p o r t io n s :
Amorosos 13
L ír ic o s 31
S a tír ico s^ 0 9
B u rlescos 15
Fúnebres 1
Sacros 3
V arios 34 (in c lu d in g  l í r i c o s  
and am orosos, and 
la r g e ly  those n ot 
to  be found in  
V icu ñ a .)
A lthough the c a te g o r ie s  o f  the Chacon m anuscript bear the same 
headings there a re  d i f fe r e n c e s  in  the o rg a n is a t io n  o f  the poems 
among them. The romances are arranged t h u s :11
Sacros 5 (com pare 3)
Fúnebres 1
Amorosos 45 (1 3 /1 4 )
S a t ír i c o s 8 (9 )
B u rlescos 26 (1 4 /1 5 )
V arios 9 (3 4 )
L ír ic o s 0
The b ig g e s t  a reas  o f  d iscrep a n cy  are found in  the ca te g o r ie s  
Am orosos, B u r le s co s , and V a r io s . H oces 's  subgenre o f  romances 
v a r io s  in clu d ed  both L fr ic o s  and Amorosos and th is  accounts fo r  
some o f  the d is p r o p o r t io n , and I  sh a ll re tu rn  to th is  la t e r .
The d iscrep a n cy  in  the romances b u r le s co s  subgenre is  le s s  easy 
to  e x p la in  and i t  was s im ila r  d i f fe r e n c e s  in  the burlesque and
s a t i r i c a l  s e c t io n s  o f  the sonnets which m ost trou b led  B lru te
12C ip li ja u s k a ite  in  her stu dy . The in c o n s is t e n c ie s  between 
the te x ts  led  C ip l i ja u s k a ite  to r e -c a t e g o r iz e  the sonnets a ccord ­
in g  to  her own c r i t e r i a  and perhaps her m ost c o n tr o v e r s ia l de­
c i s i o n  was to  combine the son etos  s a t f r i c o s  and b u rle scos  in  a
s i n g l e  s e c t i o n .  H e r  r e a s o n  f o r  t h i s  w a s  t h e  i m p o s s i b i l i t y  o f
B u rlescos
Fúnebres
Sacros
14
1
3
76
Hoces' s taxonomy i s  o f  s im ila r  p r o p o r t io n s :
Amorosos 13
L ír ic o s 31
S a tír ico s^ 0 9
B u rlescos 15
Fúnebres 1
Sacros 3
V arios 34 (in c lu d in g  l í r i c o s  
and am orosos, and 
la r g e ly  those n o t 
to  be found in  
V icu ñ a .)
A lthough  the c a te g o r ie s  o f  the Chacon m anuscript bear the same 
head in gs there a re  d i f fe r e n c e s  in  the o rg a n is a t io n  o f  the poems 
among them. The romances are arranged thus:* '*
Sacros 5 (com pare 3)
Fúnebres 1
Amorosos 45 (1 3 /1 4 )
S a t ír ic o s 8 (9 )
B u rlescos 26 (1 4 /1 5 )
V arios 9 (3 4 )
L ír ic o s 0
The b ig g e s t  areas o f  d iscrep a n cy are  found in  the c a te g o r ie s
A m orosos, B u rle scos , and V a rios . H o ce s 's subgenre o f  romances
v a r io s  in cluded  both  L ir ic o s  and Amorosos and th is  a ccou n ts  fo r
some o f  the d is p r o p o r t io n , and I s h a ll re tu rn  to th is  la t e r .
The d iscrep a n cy  in  the romances b u r le s co s  subgenre i s  le s s  easy
to  e x p la in  and i t  was s im ila r  d i f fe r e n c e s  in  the bu rlesqu e  and
s a t i r i c a l  s e c t io n s  o f  the sonnets which m ost trou b led  B iru te
12C ip li ja u s k a ite  in  her stu d y . The in c o n s is t e n c ie s  between 
the t e x t s  led  C ip li ja u s k a ite  to r e -c a t e g o r iz e  the sonnets a ccord ­
ing to  her own c r i t e r i a  and perhaps her m ost c o n t r o v e r s ia l  de­
c i s i o n  was to combine the son etos s a t f r i c o s  and b u r le s co s  in  a
s i n g l e  s e c t i o n .  H e r  r e a s o n  f o r  t h i s  w a s  t h e  i m p o s s i b i l i t y  o f
making a p la u s ib le  d is t in c t io n  between the two term s, and 
ju d g in g  by the co n fu s io n  ( i n  the romances to o )  found w ith in  
the th ree  main te x ts  th is  was a problem a ls o  encountered  by 
the e a r l i e r  e d i t o r s .  Yet they re ta in ed  separate  c a t e g o r ie s ,  
even though the standards and c r i t e r i a  by which the poems have 
been c l a s s i f i e d  are  c le a r ly  n ot the same in  a l l  ca ses .
The q u estion  c a l l s  f o r  c le a r e r  d e f in i t io n s  o f  each  c a t ­
e g ory . The word ' b u r le s c o ' was traced  by Corominas to  the 
beg in n in g  o f  the seventeenth  cen tu ry , where i t  p rob a b ly  stemmed,
v ia  I t a l ia n ,  from the word ' b u r la ' • A lready known in  Spain in
131330, 1 b u r la ' i s  d e fin e d  in  C ova rru b ia s 's  d ic t io n a r y  a s :
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Quasi b u rru la , por lo  que tenemos d icho en 
la  palabra b u rrh ie l P c o lo r  roxo o b erm e jo j 
se entenderá fá c ilm e n te  de donde truxo o r i ­
gen llam arse bu rla  la  cosa  de poco v a lo r  y 
de ju g u e te , porque s ien d o  cosa  de v i l  y de 
poco r e c io  e l  v e s t id o  de paflo b u r ie l ,  d ize  
C a lep in o : . . . .
Y a s í  de burrha, d ixim os bu rru l y b u rla . 
Burlas se con trapone a v e ra s . Hombre de 
b u r la s , e l  que t ie n e  poco v a lo r  y a s s ie n to . 
Cosa de b u r la , la de poca s u s t a n c ia . . . .  
B urla, puede se r  v o ca b lo  fra n cé s , corrom­
pido de Bourde. que v a le  m entira jo c o s a .
C ovarrubias a ls o  d e fin e s  ' s a t í r i c o ' .14
Es un género de v erso  p ica n te , e l  qual 
reprehende lo s  v i c i o s  y desordenes de 
lo s  hombres, y poetas s a t í r i c o s  lo s  que 
e s c r iv ie r o n  e l  t a l  v e r s o , como L u c í  l i o ,  
H oracio , J u v e n a l . . .  [L atin  qu otation ) . . .  
Esto es puesto en L atín  por más c la r id a d ; 
lo s  rom ancistas tengan p a c ie n c ia  y con­
tén ten se  con lo  que d ixim os a l  p r in c ip io .
w h ils t  Corominas re co rd s  i t s  e a r l i e s t  appearance in  the second 
q u a rter  o f  the f i f t e e n t h  ce n tu ry . These apparently  c l e a r  theo­
r e t i c a l  d e f in i t io n s  need to be more f in e ly  determ ined in  p rac­
t i c e .  L ike C ip l i ja u s k a ite ,  R obert Jammes a ls o  adopts a p erson a l 
s e t  o f  c r i t e r i a  f o r  d e fin in g  s a t i r e  and b u rlesq u e . These again
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are  c le a r ly  d i f f e r e n t :  s a t ir e  has a :
sistem a de v a lo re s  de la  id e o lo g ía  dominante 
|óf the Golden Age] i la  co b a rd ía , la  ig n o r ­
a n c ia , la m entira , la  c o d ic ia ,  tod os  lo s  
v i c i o s  denunciados p or lo s  m o ra lis ta s  y pre­
d ica d o re s , todos lo s  pecados c a p it a le s  y , 
a o t r o  n iv e l ,  la s  m anías o costum bres 
r id i c u la s .
These are a l l  m a ter ia l f o r  s a t i r e , w h i l s t :1^
todo lo  que se apoya en su sistem a de 
v a lo re s  más o menos d irectam en te  opu esto  
a l  de la  id e o lo g ía  dom inante: en e l  S ig lo  
de Oro, e l  e lo g io  de v in o , de la  pereza , 
d e l sueño, d e l amor f í s i c o ,  de todo lo  
c a m a l y m a te r ia l, o de todo lo  fe o  
(esen cia lm en te  lo  e s c a t o ló g ic o )  perten ecen  
a la  l i t e r a tu r a  b u r le s c a .
I n t e r e s t in g ly ,  a l l  o f  these d e f in i t io n s  v a ry . C ovarrubias sees 
s a t i r e  as the repreh ension  o f  v i c e ,  w h ils t  Jammes's d e f in i t io n  
o f  both  groups f u l f i l l s  that c r i t e r i o n ,  C ova rru b ia s 's  
b u r le s c o , b e s id e s  bein g  on ly  a h a lf-fo rm e d  d e f in i t io n  due to 
the w ord 's  e ty m o lo g ica l in fa n cy , i s  more con cern ed  with t r i v i a l ,  
l o w - l i f e  a f f a i r s ,  w h ils t  Jammes im p lies  more o f  an a tta ck  on 
s o c ie t y  in  s p it e  o f  humorous a s p e c t s .  A l l  o f  th ese , however, 
cou ld  be a p p lie d  e q u a lly  to s e v e r a l o f  G ongora 's  poems, in  
which ca se  C ip l i ja u s k a it e 's  d e c is io n  can be e a s i ly  understood 
a lthou gh  n ot a lto g e th e r  j u s t i f i e d .
Severa l modem e d ito r s  have, th e r e fo r e , d ecided  a g a in st  
r e ta in in g  the t r a d it io n a l  groups o f  poems. Jammes's e d it io n  
o f  the l e t r i l l a s  i s  d iv id ed  o n ly  in to  l i r i c a s , s a t i r l c a s , 
b u r le s ca s  and s a cra s . A ntonio Carreiio com p le te ly  s id e -s te p s  
the problem by d is cu ss in g  v a r io u s  romances under headings in  
h is  in tr o d u c t io n , but then l i s t s  them c h r o n o lo g ic a l ly  in  the
te x t
Indeed , the e d it o r  o f  G ongora 's poems fin d s  h im se lf 
com prom ised. One s o lu t io n  may be to attem pt to  fin d  a new 
system which does n o t d i f f e r  r a d ic a l ly  from the o ld  on e ; 
another may be to combine s e c t io n s  o f  the o ld  system in  a 
more l o g i c a l  form . Unless he avo id s  i t  by the t o t a l  om iss ion  
o f  a taxonomy, the e d it o r  must make some co n sc io u s  and even 
dangerous d e c is io n s .
To re tu rn  to  the q u estion  o f  the romances am orosos, i t  
has been noted  th at they ntmber on ly  th ir te e n  and fo u r te e n  in  
the p u b lish ed  te x ts  and f o r t y - f i v e  in  the Chacon m an u scrip t.
The reason  i s  th a t Chacon l i s t s  a l l  th e  romances l i r i c o s  and 
a l l  the v a r io s  found in  Hoces as romances am orosos, w ith  a 
s in g le  e x c e p t io n . The romance ' Dejad l o s . l i b r o s  ahora' , c la ss e d  
as am atorio by Vicuna and in  the v a r io s  ca te g o ry  o f  H oces, i s  
in c lu d ed  by Chacon under the heading o f  romances b u r le s c o s .
The a d d it io n  i s  as f o l lo w s :
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From Vicuna and H oces: am orosos 13
l í r i c o s 16
From Hoces o n ly : v a r io s 1
v a r io s  amorosos 6
v a r io s  l í r i c o s 5
g iv in g  a t o t a l  o f  fo r t y -o n e  rom ances. The rem aining fo u r  
romances am orosos in c lu d ed  by Chacón a re  'C a l la r é  la  pena m ía ', 
'A  la  fu en te  va d e l o lm o ', 'L a s  tr e s  auroras d e l T a jo ' and 
' En lágrim as sa lgan  m u dos '•
The d is t in c t io n  between romances am orosos and l í r i c o s  
i s  p robab ly  even more d i f f i c u l t  to d e f in e  than that between 
s a t í r i c o s  and b u r le s co s  because the terms a re  n ot s t r i c t l y  
com p a tib le . The romance amoroso i s  so c a l le d  because o f  i t s  
theme, th at o f  lo v e , w h ils t  the romance l í r i c o  i s  determ ined 
by s t y l i s t i c  co n ce rn s . In any g iven  in s ta n ce  a romance cou ld
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e a s i l y  f u l f i l l  both  c o n d it io n s . In the study which fo l lo w s  o f  
the romance amoroso I  do n o t , th e r e fo r e , l im it  m yse lf to  the 
th ir te e n  o r  fou rte e n  poems c l a s s i f i e d  as such by Vicuña and 
H oces. In stead  I  d is c u s s  the w ider range o f  poems in cluded  
in  C hacon 's subgenre. Furtherm ore, I  in c lu d e  sev era l poems o f  
even more d o u b tfu l c l a s s i f i c a t i o n  on the b a s is  th a t, although  
they may n o t be s t r i c t l y  amatory, they d ea l w ith  the theme o f  
lo v e . These renegade romances are  o f t e n  burlesqu e in  n a tu re , 
making fun o f  love  and lo v e r s ; o th e rs  form p art o f  o th e r  groups 
o f  b a s ic a l ly  amatory rom ances, such as the romances m oriscos  
o r  r ú s t i c o s . The c r i t e r i o n  I  have adopted fo r  the romances 
I  have chosen to study should n ot lead  to  any co n fu s io n . I t  
i s  sim ply t h is :  that the s u b je c t  o f  the romance am oroso, regard ­
le s s  o f  i t s  s t y le  o r  treatm ent, i s  lo v e . I f e e l  that I am 
j u s t i f i e d  in  th is  f o r  the reasons which fo l lo w .
Methods o f  c l a s s i f i c a t i o n  are  g e n e ra lly  on ly  used f o r  
the con ven ien ce  o f  the e d it o r ,  and to p la ce  e x ce ss iv e  emphasis 
upon th e ir  i n f l e x i b i l i t y  would be lu d ic r o u s , p a r t ic u la r ly  
when so many o f  the romances r e v e a l m u lt ip le  c h a r a c t e r is t i c s .  
Gongora d id  n o t adhere throughout h is  p o e t ic  ca reer  to one 
t r a d i t io n ,  in flu e n c e  o r  idea a t a tim e. A m o t if  used once o r  
tw ice  in  e a r ly  romances was o f t e n  rev iv ed  twenty o r  more 
years la t e r .  A prom ising idea o r  theme, employed in  se v e ra l 
su cce s s iv e  poems, lik e w is e  cou ld  be com p lete ly  abandoned. 
Furtherm ore, the com p lex ity  o f  the romances i s  such th at in  
many cases  they d e fy  such s im p l is t i c  d e f i n i t i o n .  The use o f  
the subgenre i s ,  n e v e r th e le s s , o f  g re a t  use because i t  a llow s  
the d is cu s s io n  o f  elem ents w ith in  the romances w h ils t  r e fe r r in g  
to  a sm aller and more manageable, body o f  l i t e r a t u r e .  I t  i s ,  
as I  have s a id , an instrum ent o f  con ven ien ce , and can th e re fo re
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o n ly  be s u c c e s s fu l i f  i t  s u it s  the e d it o r  o r  r e s e a r c h e r 's  pur­
pose e x a c t ly .
* *  *  *  *
From th e ir  f i r s t  appearance in  m anuscript form during 
1613 i t  has always been tru e  th at the Soledades and the Fábula 
de P olifem o have r e c e iv e d  the m a jo r ity  o f  c r i t i c a l  a t t e n t io n  
a f fo r d e d  to G óngora 's p o e tr y . T h e ir  sheer s iz e  and r a d ic a l  
s t y le  produced a l i t e r a r y  im pact q u ite  im p o ss ib le  to  c re a te  
w ith  a c o l l e c t i o n  o f  s h o r te r  v e r s e s . Only in  com p arative ly  
re ce n t  years  has a com parable c r i t i c a l  in t e r e s t  in  the romanees 
o f  Góngora been c u l t iv a t e d .  W h ilst the son n ets had always 
a t t r a c te d  some c r i t i c a l  commentary, both  the romances and the 
l e t r i l l a s  were v i r t u a l ly  n e g le c te d . Those who wished to  
d ep reca te  the worth o f  G ón gora 's p o e try , among them Pedro de 
V a len cia  (1 6 1 3 ), Juan de Jáuregui (1 6 2 4 ) , F ra n cisco  de C áscales 
(1 6 3 4 ) and the P ortuguese Manuel de Faria y Sousa (1 6 6 8 ) , a l l  
a tta ck ed  the s ty le  o f  o n ly  the lon g er  co m p o s it io n s .
Fray Juan de Pineda brought n o t ic e  to the romances and 
l e t r i l l a s  as he s in g le d  ou t se v e ra l in  h is  condem nation o f  
G ón gora 's poetry  as i t  appeared in  the Vicuna e d it io n  o f  1627 .^  
Recommending to the I n q u is i t io n  th a t the book be p ro h ib ite d , he 
le v e l le d  a ccu sa tion s  o f  indecency and u n s u it a b i l i t y  a t both  the 
m ajor com position s and the m inor s a t i r i c a l  and burlesqu e poems, 
which he con sid ered  to  be both l i c e n t io u s  and l i b e l l o u s .  The 
o f f i c i a l  p re te x ts  by which Pineda ach ieved  the p r o h ib it io n  o f  
the book were those th a t , f i r s t l y ,  the works were n ot pu blished  
using the a u th o r 's  p ro p e r  name (t h e  Vicuña e d it io n  i s  e n t it le d  
Obras en verso  d e l Homero e sp a ñ o l) ,  and se co n d ly , th at Vicuña 
fa i le d  to o b ta in  the p r io r  p erm ission  o f  the In q u is it o r  General 
b e fo r e  he b o ld ly  d e d ica te d  the work to him. P in ed a 's  personal
8 2
q u a rre l la y  deeper than t h i s .  G6ngora d ir e c te d  the sca th in g
sonnet '¿ Y o , en ju s ta  in ju s t a , expuesto a la  s e n t e n c ia . . 7' ^
to Pineda who had in terven ed  in  the awarding o f  p o e t ic  p r iz e s
in  S e v i l l e  in  1610. Another o f  G ongora 's opponents, Juan de
Jau regu i, took the m ajor p r iz e .  Pineda w aited  u n t i l  the p o e t 's
death b e fo r e  he wreaked h is  revenge, by endeavouring to  have
the book banned on the grounds th a t i t  would damage the repu- 
18ta t io n  o f  the Church:
Porque de la  in d ign id a d  e infam ia de un 
sa ce rd o te  se le  s ig u e  como d ixeron  b ien  
Crysostom o y S id on io  A p o llin a r , in fam ia 
y menoscabo de rep u ta § ion  a todo e l  
estado  s a c e r d o t a l ; . . .
The I n q u is i t i o n 's  ru lin g  was th a t a l l  la s c iv io u s  books were to
19be p r o h ib ite d  and, a ccord in g  to P ineda:
aunque e s te  l i b r o  no sea d e l todo la s c iu o , 
mas porque e l  a u to r  s ó lo  tuuo su famosa 
em inencia en lo  la s c iu o  y p i c a r i l ,  verde 
y p ic a n te , por e s ta  so la  m ateria  y t í t u lo  
es le íd o  y bu scado, como s i  de e s to  s o lo  
e s c r iu ie r a ,  y  a s s í  haze tanto d a ñ o , . . .
Pineda was aware o f  the fa lse h o o d  o f  th is  statem ent, but chose
to pay more heed to G 6ngora 's ir r e v e r e n t  a t t itu d e  to  fe l lo w
clergym en. I t  becomes a m ajor argument a g a in st the p oet in
20P in ed a 's  condem nation:
Por h a b la r  con m a ld ic ie n c ia , y p ic a r  a 
todos estad os de la  R epública  c r is t ia n a , 
y , muy o r d in a r io , de lo s  estados r e l i g i o ­
sos y e c l e s i á s t i c o s  en g en era l, d iz ien d o  
mal de c lé r ig o s  y  b on etes , de f r a y le s ,  de 
m on jas, de co ron a s , de ju e z e s , de abogados, 
de la  c o r t e ,  de lo s  t í t u lo s ,  de lo s  casa ­
dos, de la s  d o n z e lla s , poniendo en todos 
nota de v i c i o  y pecados generalm ente.
The romances which p a r t i c u la r ly  angered the p r ie s t  were the
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f o l l o w i n g : ^
32 Dejad l o s  l i b r o s  ahora
24 Hanrae d ich o  hermanas
19 Ahora, que e s to y  despac io
8 Diez afíos v i v i ó  Belerma
74 "La T is b e "
10
4 Hermana Márica
34 C a s t i l l o  de San Cervantes
18 E nsíllenm e e l  asno r u c io
54 Cuando la  rosada aurora
in  which Góngora does not 
denounce the s ins  he de­
c r i b e s »  He speaks i l l  o f  
p r i e s t s  and widows»
in  which he speaks badly  
o f  canons and c l e r i c s  and 
g iv e s  e v i l  a d v ic e .
1 es la s c iv a  y t ie n e  por 
toda e l l a  sembrados passos 
y v e rs o s  in d ign os '  •
i s  n e i t h e r  C hr is t ian  nor 
as i f  i t  were w r i t te n  by 
a p r i e s t .
Pineda o b j e c t s  to the 
end ing .
in  which Góngora speaks 
i l l  o f  T oledo and o f  mar­
r i e d  peop le  and i s  
' l a s c i v o  con demasía' .
b ears  a l a s c i v io u s  s e l f -  
p o r t r a i t .
' todo  es b a je z a s ,  suena 
mal y huele  peor' .
Que se  nos va la  pascua mozas
The romances had always been p opular , judg ing  by the 
nunber o f  those  inc luded  in  c o l l e c t i o n s  during the la s t  years  
o f  the s ix t e e n t h  cen tu ry .  The bad p ress  they re ce iv e d  from 
Pineda in  the  f i r s t  h a l f  o f  the seventeenth century  d id  n o t  
persuade everyone to eschew them, and s e v e ra l  o f  Góngora* s 
fr ie n d s  and acquaintances came to h is  d e fe n ce .  José P e l l i c e r  
de Salas y  Tovar wrote o f  the above maligned VicuHa e d i t i o n  
that i t  shou ld  not be used in  condemnation o f  the poet ,  f o r
22i t  was an unauthorized and d e f e c t i v e  t e x t ,  a l t e r e d  in  t h is  way:
El t e r c e r  impulso fue  la last im a de v er  las
8 4
Obras de Don Lvis impressas tan indignamente, 
a caso  por la  n e g o c ia c ió n  de algún Enemigo 
suyo, que mal contento  de no a u er le  podido 
d e s lu z i r  en v ida ,  in s t6  en procurar  q u i t a r l e  
la  o p in ió n  después de muerto, trabando que 
se  estampassen sus Obras (que manuscriptas 
se  vendian en p re c io  qu a n t ioso )  d e fe c tu o sa s ,  
v l t r a ja d a s ,  m entirosas y mal c o r r e c t a s ,  bara­
jando e n tre  e l l a s  muchas a p ó c r i f a s ,  y adap­
tán d ose las  a Don L v is ,  para que desm ereciesse  
p or  vnas e l  c r é d i t o ,  que auia conseguido por 
o t r a s .  A l f i n  s a l i e r o n  estampadas a luz, 
tan sembradas de h o r ro re s  y de t i n i e b l a s ,  
que s i  e l  mismo Don L vis  r e s u c i t a r a ,  las  des­
c o n o c ie r a  por s u y a s , . . .
This passage was in c lu d ed  in  the in t r o d u c t io n  to P e l l i c e r ' s  
commentary on G óngora 's works e n t i t l e d  L ecciones  solemnes a 
la s  obras  de don Luis de Góngora. I t  appeared in  1630, on ly  
three  y e a rs  a f t e r  the p o e t ' s  death . Soon a f t e r ,  in  1636, 
the more p e r t i n e n t l y  named I l u s t r a c i ó n  y defensa de la  Fábula 
de Piramo y  Tisbe by C r is tó b a l  de Salazar Mardones was pub­
l i s h e d .  T h is ,  the lo n g e s t  o f  the romances, and o f t e n  simply 
known as "La T is b e " ,  was one o f  those denounced by Pineda 
f o r  i t s  in d ecen cy .  No o th e r  romance, as f a r  as can be known, 
was s e l e c t e d  f o r  in d iv id u a l  commentary, but many o f  these 
s h o r te r  com p os it ion s  met with high regard even from those con­
temptuous o f  G óngora 's major works.
In 1634 F ranc isco  Cáscales wrote a l e t t e r  to Don F rancisco  
d e l  V i l l a r  condemning Góngora’ s ambitious use o f  s t y l e  and h is
o b s c u r i t y  in  the Soledades and P o li fem o , q u a l i f y in g  h is  a ttack  
23with these  words:
Digo, pues, confirmándome con v .m .,  que a 
ese  c a b a l l e r o  siempre le  he ten ido  y e s t i ­
mado por e l  primer hombre y más eminente 
de España en la p oes fa ,  s in  excepc ión  
alguna, y que es e l  c i s n e  que más b ien  ha 
cantado en nuestras r ib e r a s .
(The condemnation, in t e r e s t i n g l y ,  i s  one that was to  be repeated
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i n  the n ineteenth  c e n t u r y . )  Those who d id  n o t  share the
p erson a l  p re ju d ice s  o f  Pineda and Jauregu i ,  men l ik e  C asca les ,
24l i k e  Angulo y Pulgar and Espinosa Medrano, r e a d i ly  admitted 
to  Gongora 's  p o e t i c  g rea tn ess  when he was n o t  too obscu re  f o r  
them to understand. In  g en era l ,  throughout the seventeenth  
cen tu ry  G6ngora was re sp e c te d ,  whether one cou ld  t o l e r a t e  h is  
o b s c u r i t y  o r  n o t .  Although C asca les  c la im ed th a t :
Por r e a lz a r  la  poes ía  c a s t e l la n a ,  ha dado 
con la s  co lu n as  en e l  s u e lo .  Y s i  tengo 
de d e z i r  de una vez lo  que s i e n t o ,  de 
p r ín c ip e  de la  luz se ha hecho p r ín c ip e  
de la s  t i n i e b l a s ;  y e l  que pretende con 
la  obscuridad  no ser  en tend ido , más f á c i l ­
mente lo  a lcanzará  ca l la n do
i t  was s t i l l  commonly h e ld  that e r u d it io n  was necessary  in  o r d e r
to  w r ite  and to  understand p o e t r y .  Many, as Gongora had done,
s t i l l  adhered to the p r in c ip l e s  o f  poetry  s e t  out by C a r i l l o  y
25Sotomayor in  the L ibro  de la e r u d ic ió n  p o é t i c a  (1 6 1 1 ) :
Engañóse p or  c i e r t o  quien  en tiende  lo s  
t ra b a jo s  de la  Poesía haber n a c id o  para 
e l  v u lg o .  Mas en tend ieron , mas in te n ­
taron , mas a lcan zaron . Dígalo  e l  L yr ico ,  
Odi prophanun v u lg u s ,  e t  a r c e o .
Odio e l  profano vu lgo ,  y  de mi a p a r to .
The argument f o r  and a g a in s t  G ón gora 's p o e try  seems to  cen tre  
upon the (v e ry  common) disagreem ent between a l l  w r i t e r s  o f  the 
seventeenth  century . Although n o t  s t r i c t l y  d iv ided  in t o  two 
s c h o o ls ,  c a l l  them c o n c e p t i s t a s  and c u l t e r a n is t a s  i f  you w i l l ,  
f o r  many authors (among them Góngora, C a r i l l o  y Sotomayor and 
Gracián ) the Spanish language co u ld  be made to  sim ulate Latin 
i n  poetry  and become equal in  beauty and e r u d i t i o n .  For o th e r s ,  
to  mention on ly  three  c r i t i c s  in  Jauregui, C ascales and Faria 
y  Sousa, neologism , la t in ism  and o b s c u r i ty  were sou rces  o f
a c u t e  i r r i t a t i o n
By the c l o s e  o f  the century  Góngora 's fame and the  news 
o f  the c o n tr o v e r s ie s  ov e r  h is  v e rse  were widespread, reaching 
as f a r  as the American c o lo n ie s «  Even there  w r i t e r s  were pre­
pared to  g iv e  th e ir  s e r v i c e s  in  h is  de fen ce , as d id  Juan de 
Espinosa de l o s  Montes Medrano from Peru in  1694 w ith  an 
A p o lo g é t ic o  en fa v o r  de don Luis de Góngora contra  Manuel de 
Faria  y Sousa.
How much o f  Góngora' s work was known in  the r e s t  o f  Europe
does not  seem to have in v i t e d  s tu dy . I t  can be s a id  that apart
from in  Spain and her c o l o n i e s ,  in c lu d in g  P ortuga l,  no ser iou s
attem pts were made to im ita te  h is  work. No g on gor in e  in f lu e n ce
can be d e te c te d  e lsew here . N evertheless  h is  work was known to
a few, one might now say p r iv i l e g e d ,  f o r e ig n e r s ,  among them
2 6the Englishmen Thomas Stan ley , S ir  Richard Fanshaw and P h i l ip  
27A yres .  A l l  three tra n s la te d  some o f  Góngora 's p o e t r y ,  S tanley  
b e in g  perhaps the most am bitious with an attempt on the Soledad 
primera in  1651. He d id  not com plete  i t  because o f  the d i f ­
f i c u l t y  o f  the task.
During the e igh teen th  century  a s c a r c i t y  o f  e d i t i o n s  o f  
G óngora 's works and o c c a s io n a l  appearances o f  the romances in  
c o l l e c t i o n s  g iv e  no true in d ic a t io n  o f  t h e i r  p o p u la r i t y  a t  the. 
tim e. F a i th fu l  im ita t io n s  o f  the poetry  t e s t i f y  to  a s c h o la r ly  
audience throughout Europe. Early in  the century (1 7 0 4 -1 7 )  
Joseph T a fa l la  Negrete published  a Ram illete  p o é t i c o  con ta in ing
se v e ra l  o f  the romances and 1718 saw the appearance o f  a con -
28t in u a t io n  o f  the Soledades by Joseph León y M a n s i l la .  By 
the 1720s, however, the e la b o ra te  s t y l e  o f  the lo n g e r  compo­
s i t i o n s  had come under severe a t ta ck  from the n e o - C l a s s i c i s t s  
who now p re fe r re d  a l e s s  e x ce s s iv e  s t y l e  o f  w r i t i n g .  Later
im i t a t io n  o f  G ón gora 's s t y l e  was con f in ed  to  the more sim­
p l i s t i c  romance. For the l i t e r a t i  o f  the e ig h teen th  century  
G óngora 's f a i l i n g  lay  in  h i s  y i e l d in g  to h i s  own whims o f  
s t y l e .  In s p i t e  o f  accu s in g  him o f  c a p r ic io u s n e s s  they never­
th e le s s  d isp la y e d  a r e s p e c t  f o r  him, not shown to h i s ,  u su a lly  
poor , im ita t o r s  during the 1730s. As la te  in to  the century
as 1737 Ig n a c io  Luzán y Claramunt dec la red  h is  d i s l i k e  o f  a l l
29G óngora 's works excep t  the romances :
En v a r i o s  lugares  fu s t ig a  sus o b ra s ,  s ó lo  
haciendo ex cep c ión  de l o s  romances.
Few o th e rs  granted even t h i s  ex ce p t io n  and by m id -century  
Góngora had become desp ised  f o r  h is  lack o f  m oderation  and 
' buen gu sto '  .
In  the l a t t e r  h a l f  o f  the e ighteenth  century  López de 
Sedaño attempted to r e s t o r e  the romances in  the Parnaso Español 
(1 7 7 0 -82 )  and a few romances reappeared in  Ramón Fernandez's  
Poesías (1 7 8 9 ) .  N everthe less  G óngora 's romances entered  the 
n in e teen th  century  r e l a t i v e l y  unnoticed  and com ple te ly  
u napprec ia ted .
D isapproval o f  Góngora continued  in to  the n ineteen th  
cen tu ry . A handful o f  c r i t i c s  and p o e ts ,  among them Manuel 
José Quintana, fo l lo w e d  the example o f  C á sca les ,  ju d g in g  the 
romances and l e t r i l l a s  to be the cream o f  h is  works. In 1862 
Edward Churton tra n s la te d  some o f  G óngora 's p oe try  and wrote
a ra th e r  f a n c i f u l  b io g r a p h ic a l  study in  which he q u o te s ( in
„ 30t r a n s la t io n )  from Quintana:
in  h i s  Romances; never had anyone b e fo r e  
w r i t te n  with such g ra ce ,  such b r i l l i a n c y ,  
such tru e  p o e try .
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C hurton 's  own co n c lu s io n  was th a t :
the sonnets and the Romances, then, a c c o r ­
ding to  the judgement o f  the most ju d ic i o u s  
c r i t i c s  o f  h is  country , are h i s  b es t  poems.
Agreement with Churton as to whether Quintana was a ju d i c i o u s  
c r i t i c '  o r  n o t  r e s t s  with the i n d iv i d u a l ,  and i s  i r r e l e v a n t  
here f o r  I  wish o n ly  to make one p o in t .  At a time when the 
lon g er  works were e i t h e r  ignored  o r  m aligned , the romances, 
o r  as Churton d e f in e s  them f o r  h is  r e a d e rs  ' Ballads and songs 
f o r  the g u i t a r ' , were s t i l l  a t t r a c t in g  scant but fa v ou ra b le  
a t t e n t io n .  Towards the end o f  the n in e te e n th  century  i n t e r e s t  
renewed and Raymond F ou lché-D elbosc  undertook  the s e r io u s  study 
o f  a l l  G óngora 's works, in  s p i t e  o f  a round condemnation o f
31t h e i r  w orth lessness  d e l iv e re d  in  1884 b y  Menendez y P e layo :
Nunca se han v i s t o  ju n to s  en una so la  obra 
tanto absurdo y tanta i n s i g n i f i c a n c i a  
( So ledades ) .
The charge i s  a se r io u s  one. For so g r e a t  a s ch o la r  to deny 
any grea tn ess  a t  a l l  to the poet  l a t e r  aroused much sp e cu la t io n  
among o t h e r s .  Dámaso A lonso, in c re d u lo u s  in  h is  r e a c t i o n ,  goes 
as f a r  as s ta t in g  that  Menendez y P elayo  cou ld  never have read 
G óngora 's poetry  and understood i t .  I t  would seem, c e r t a i n l y ,  
that  Menendez y Pelayo was r e c a l l in g  from memory the phrases 
from C ásca les ,  ' P r ín c ip e  de la  l u z / p r í n c i p e  de las  t i n i e b l a s ' , 
when he r e fe r r e d  to  Góngora as ' Angel de lu z /á n g e l  de 
t i n i e b l a s '  • For Cáscales the ' luz ' to some ex ten t  redeemed 
the ' t i n i e b la s '  , but th is  was n o t  so f o r  Menendez y P elayo , 
whose unfortunate  m isquotation  became th e  more fr e q u e n t ly  
remembered in  re cen t  c r i t i c i s m .
Ten years  l a t e r  Menóndez y Pelayo l e v e l l e d  a fu r th e r  charge
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th is  time o f  ' n i h i l i s m o ' ,  when he s a id :
GÓngora l l e g ó  en su última época a l  n i h i l ­
ismo p o é t i c o ,  a e s c r i b i r  v e rso s  s in  idea 
y s in  asunto , como meras manchas de c o l o r  
o como mera su ce s ió n  de so n id o s .
Quoting t h is  same passage in  h is  essay  ' Góngora entre sus dos 
c e n te n a r io s '  Dámaso Alonso s p e cu la te s  on how such a view cou ld  
p e r s i s t  a t  that tim e, but more r e c e n t ly  V. E. Hernandez V ista  
has suggested  th at  Menéndez y  Pelayo may n o t  have always f e l t  
th is  way about G óngora 's works. In h is  a r t i c l e  'Menéndez 
Pelayo ante  la p o e s ía  de Góngora' he suggests  that b e fo r e  the 
statements g iven  above :
habla de Góngora en muy e l o g i o s o s  térm inos, 
y no d e l  Góngora de la s  l e t r i l l a s , s in o  de 
las Soledades y é l  Polifem o
in  a c h r o n o l o g i c a l l y  e a r l i e r  te x t  which came to  l i g h t  and in 
Hernandez V i s t a ' s  p o s s e s s io n .  I t  r e f e r s  to  the R ebolledo  
e d i t i o n  o f  G óngora 's works in  the B ib l i o t e c a  de tradu ctores
españ o les  (volume IV, pages 142-43) and i s  g iv en  in  f u l l  by
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Hernandez V ista  on pages 53 and 54 o f  h is  a r t i c l e .  His
most im portant o b s e rv a t io n s  are  that  i f  the t e x t  i s  e a r l i e r
than 1 8 8 4 : ^
Observará e l  l e c t o r  por de pronto que e l  
ataque de Menéndez Pelayo se cen tra  en lo s  
secuaces de GÓngora y no en é l  mismo; a l  
revés , en e l  t e x to  c i t a d o  e l  P oli fem o y 
las  Soledades son llamadas obras  maestras 
de la  nueva es cu e la  s in  e l  menor asoma de 
i r o n í a ;  la s  t r e s  veces  que s a le  e l  nombre 
de GÓngora es c a l i f i c a d o  de grande, y lo 
que es más, d e f in id o  como un poderoso 
taumaturgo que hace m a ra v i l la s  con e l  
c a s t e l la n o .
The whole o f  the Menéndez y  Pelayo t e x t  i s  too  long to  in c lude
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but the f i n a l  sentence a d eq u a te ly  in d ic a t e s  i t s  c o n te n t : " ^
Por eso no s ó l o  Góngora, grande e in im ita b le  
aún en sus e x t r a v í o s ,  s ino  muchas d i s c í p u l o s  
suyos, son in f in i ta m e n te  más poetas que e l  
conde de R e b o l le d o ,
Hernández V ista '  s a r t i c l e  makes one fu r th e r  p o in t .  I f  Menéndez 
y  Pelayo d id  f e e l  some l i k i n g  f o r  the works when young, t h is  
was com ple te ly  d ispersed  b y  the time o f  w r it in g  h is  most i n f l u ­
e n t ia l  essays on l i t e r a t u r e .  The damage was done. Góngora had 
been denounced by a man o f  such g re a t  esteem that  m isreadings 
and m is in te r p r e ta t io n s  o f  G óngora 's poetry  were to  con tin u e  w ell  
in to  the tw entieth  cen tu ry  purely  because d isreg a rd  f o r  Góngora 
had re c e iv e d  Menéndez y P e l a y o 's  sa n c t io n .  A s in g l e  example 
o f  the type o f  study which fo l low ed  Menéndez y P e la y o 's  d ism issa l  
can be seen in  Elisha K. K ane 's  Gongorism and the Golden A ge. 
Published in  1928 i t  i s  a lr e a d y  u s e le s s  because o f  i t s  o v e r ­
rea c t ion a ry  and u n s ch o la r ly  approach to  the works i t  c la im s to
, • 35in v e s t i g a t e .
In the seventeenth ce n tu ry  Góngora was accused by Jáuregui 
and C áscales o f  atheism becau se  o f  h is  poesía  s in  alma. Menéndez 
y P e la y o 's  a ccu sa t ion  was n ih i l i s m o  p o é t i c o . Both d ism issa ls  
were to have severe consequences f o r  the study and adm iration  o f  
Góngora over  the f o l l o w in g  f i f t y  y e a r s .  A f t e r  Menéndez y Pelayo 
many p o t e n t ia l  readers w ere put o f f  and Góngora 's works were 
not  read in  s ch oo ls  o r  u n i v e r s i t i e s .  The rega in in g  o f  l i t e r a r y  
sta tus  f o r  the poet was b rou ght about on ly  by the c a r e fu l  s c h o l ­
a rsh ip  o f  some c r i t i c s  and the y ou th fu l  enthusiasm o f  o t h e r s .  
Because o f  Menéndez y P e layo  and h is  d i s c i p l e s  Góngora c r i t i c i s m  
was thought to have a r r iv e d  a t  i t s  d e f i n i t i v e  s t a t e  by the end 
o f  the n ineteenth  ce n tu ry .  In f a c t  i t  was based on a s e r i e s  o f
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unjust and e x c e s s iv e  judgements. V icente  Gaos in  'Góngora y 
la h i s t o r i a  de la c r í t i c a '  e x p la in s  that  because o f  Menendez 
y P e la y o 's  v i o l e n t  anathemas and Campoamor's p r o s a ic  ly r ic ism  
i t  was n ecessary  to  go aga in st  the g ra in  o f  the p ed estr ian  and
fa l s e  rea lism  which had dominated the l i t e r a t u r e  o f  the second
36h a l f  o f  the n in eteen th  cen tu ry .
F ou lch é -D e lbosc  attempted to  renovate  Góngora 's reputation  
in  h is  e d i t i o n  o f  Gongora 's works, f i r s t  published  in  1921.
His use o f  the Chacon m anuscript as a b a s is  f o r  th is  was to 
prove an important development in  Góngora s t u d ie s .  Some decades 
e a r l i e r  the Nicaraguan poet ,  Rubén Darío, was in troduced  to 
G óngora 's poetry  by the non-Spanish-speaking  V er la in e .  D a r io 's  
own p o e try  from then onwards r e f l e c t e d  h is  acquaintance with 
G óngora 's work, and th is  in  i t s  turn brought Gongora to the 
n o t i c e  o f  a s t i l l  younger g en era t ion  o f  p o e ts .
T w en tieth -century  Góngora s tu d ie s  were i n i t i a t e d  with a 
new surge o f  i n t e l l i g e n t  European c r i t i c i s m  from such sch o lars  
as Lucien-Paul Thomas, T e ó f i l o  Braga and Karl V o ss le r .  Non- 
Spanish c r i t i c s  who have taken up G óngora 's cause are now too 
numerous to l i s t ,  but the most re cen t  in c lu d e  Robert Jammes,
Leo S p i t z e r ,  E. M. Wilson, R. 0 .  Jones, A. A. Parker and
E. J o in e r  Gates. Spaniards too  have come to r e a l i s e  the worth 
o f  Góngora. The most n otab le  s c h o la r s  to begin  to ap p rec ia te  
h is  work in  the e a r ly  years o f  th is  century  were Navarro 
Ledesma, Ortega y Gasset, A l fo n so  Reyes and Miguel A r t ig a s .
Not u n t i l  1927, however, was widespread i n t e r e s t  in  Gongora 
r e k in d le d .  By th a t  year a new g en era t ion  o f  w r i te r s  had 
emerged in  Spain; a l l  young, e n t h u s ia s t i c  and to some extent 
in s p ire d  by Rubén D a r í o 's r e d is c o v e r y  o f  Góngora, they se t  out 
to draw a t t e n t io n  to  h is  work as w e l l  as to themselves. Their
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idea  was to  h o ld  c e le b r a t io n s  on the three-hundredth anniversary
o f  G óngora 's death. F ederico  Garcia Lorca , R afael A lb e r t i ,
Pedro S a l in a s ,  Jorge G u i l len ,  Dámaso Alonso and Gerardo Diego
a l l  so lem nly  p a r t i c ip a t e d  in  numerous events in c lu d in g  a grand
commemorative funera l s e r v i c e ,  h e ld  in  honour o f  the p o e t .
The most thorough resume o f  these  events can be found in  the
37B o le t in  de la  Real Academia de Córdoba f o r  1927. Neverthe­
l e s s ,  the t r i - c e n t e n a r y  c e le b r a t io n s  a t t r a c te d  l e s s  in t e r e s t  
from both the  l i t e r a t i  and the gen era l  p u b l ic  than had been
hoped f o r  by i t s  o r g a n is e r s ,  in  s p i t e  o f  the m arvellous s tu d ies
38which emerged under i t s  patronage. In her study o f  the phen­
omenon o f  G ongora 's  resu rgen ce , Elsa Dehennin p o in ts  out that 
none o f  the poe ts  o f  that g en era t ion  had any in te n t io n  o f  
forming a gon gor in e  s c h o o l .  Rather, they used the anniversary  
as an o p p o r tu n ity  to gather  and p u b l i c i s e  t h e i r  own cause .
Góngora, b eca u se  he had been so misunderstood by h is  c r i t i c s
39thus fa r ,  had become f o r  them:
une so r te  d 'emblème: l e  symbole d 'une 
p o é s i e  r e n ié e  parce que extráñe d i f f i ­
c i l e ,  e s s e n t ie l le m e n t  fo rm e l le  e t  qu i,  
pou r  c e t t e  ra is o n ,  le u r  é t a i t  s i  chère .
This new understanding and sympathy f o r  Góngora had begun 
a t  the turn  o f  the cen tury  with the m eticu lous  work o f  Foulché- 
Delbosc, Thomas, A rt ig a s  and Reyes. The e n th u s ia s t i c  new p oe ts  
f o r  whom he was 'un  Góngora im agier  e t  m usicien  l i b r e '  (Dehennin) 
the id e a l  c r e a t o r  -  s e t  ou t ,  each in  h is  own s t y l e ,  to  pay 
homage to Gongora and c e le b r a t e  h is  name. New techniques  o f  
c r i t i c i s m  and po in ts  o f  view were dev ised , and the major long ­
standing c r i t i c i s m  o f  o b s c u r i t y  had to be abandoned f o r ,  as 
F ederico  G arc ia  Lorca sa id  in  h i s  important a r t i c l e  ' La imagen
9 3
p o é t ic a  de Góngora' :
¿Que es eso de obscu r idad?
Yo creo  que peca de luminoso.
I t  was Daraaso Alonso who devoted  h im se l f  most d i l i g e n t l y  to  
Gongora s tu d ie s ,  con v in c in g  many that i t  was now im perative 
that Menéndez y P e la y o 's  a c c u s a t io n  o f  ’ n ih i l is m o '  should be
opposed. For Alonso the p oe try  d isp la yed  ' p len itud ' and ' r e -
41cargamiento ra ther  than em ptiness . In 1927 he sa id :
Gdngora no es n uestro  poeta , 
n i  menos e l  poeta
42and remained adamant in  1961 t h a t :
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nuestro entusiasmo gongorino  había s ido  mas 
que nada una r e a c c ió n  contra  la in ju s t a  pro­
s c r ip c i ó n  d e l  poeta y un deseo de hacer le  
en trar dentro de l cuadro normal de lo s  grandes 
v a lo re s  de la l i t e r a t u r a  española .
The c l a r i t y  o f  the p oe try  had f i n a l l y  been revealed  by th ose  
who cared to seek i t  and the m ajor  poems have now more than 
regained the re s p e c t  they had always deserved . Not, however, 
a t  the expense o f  the s h o r te r  c o m p os it ion s .  In 1947 Ortega 
y  Gasset emphasized that the Soledades are no more nor l e s s  
i n t e l l i g i b l e  than the l e t r i l l a s  o r  the romances, and the 
s t y l i s t i c  s o p h i s t i c a t i o n  o f  the romances had found favour with  
the m a jo r i ty  o f  tw en t ie th -cen tu ry  g o n g o r is ta s . In the Gene­
r a t io n  o f  1927, adm iration  f o r  the romances and l e t r i l l a s  
was m anifested  in  a return  to  s h o r te r  metres and the use o f  
t r a d i t i o n a l l y  r i c h  and sym bolic  imagery. Perhaps the b e s t  
d i s c i p l e s  o f  Góngora in  th is  trend were Lorca and A lb e r t i ,  
a lthough he was n o t ,  i t  should be remembered, th e ir  s o le  source
o f  in s p ir a t io n
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As a genre, the romances have been s tu d ie d  by J .  M. C ossio  
44and Robert Jammes, and in d iv i d u a l ly  by most Góngora s ch o la rs
a t  some time. Wardropper, W ilson, Snith and many o th e rs  have
w r it te n  a r t i c l e s  on p a r t i c u l a r  romances, and there i s  a corpus
o f  fa v o u r i t e s  to which each c r i t i c  returns  p e r i o d i c a l l y  -  'La
más b e l la  n i ñ a ' ,  'S e r v í a  en Oran a l  r e y ' ,  'En un p a s to ra l
a lbergu e ' and se v e ra l  o f  the m y th o lo g ica l  romances a re  the
best-known. C r i t i c a l  o p in io n  i s  that these  p ie ces  a re  comparably
as complex as the lon g er  works and th e r e fo r e  deserve an equal
amount o f  se r io u s  l i t e r a r y  in v e s t i g a t i o n .  In recen t  years
s tu d ie s  o f  the burlesque  and s a t i r i c a l  romances have in creased  
45in  number, but there are  s t i l l  areas which remain r e l a t i v e l y
untouched. Only a few sh ort  a r t i c l e s  have been published  on
the romances s a c r o s ^  and romances m o r is c o s,^ and apart  from
stu d ie s  o f  s in g le  poems there has been no o v e r a l l  a p p ra isa l
o f  the romance amoroso as a subgenre. I  hope to c o n tr ib u te
to the l a t t e r  in  my study . F in a l ly ,  in  t h i s  chapter ,  I  should
add that the most r e c e n t  e d i t i o n  o f  the romances i s  that
published  by Cátedra in  1982. Edited , annotated and in troduced
by Antonio CarretTo, i t  i s  p robably  the most u se fu l t e x t  a v a i l -
,  , 48a b le  f o r  study o f  the romance genre in  Gongora s p oe try .
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THE ROMANCES MORISCOS
The p op u la r ity  o f  the a n c ie n t  romance form brought about the 
b i r t h  o f  the romance nuevo ( o r  a r t i s t i c o ) ,  romances w r itten  by 
p r o fe s s io n a l  poets ,  ra th e r  than b o m  o f  popular c u l tu r e .  In 
the e a r ly  days o f  the romance nuevo these  poems as fa r  as pos­
s i b l e  attempted to emulate the e x is t in g  romance t r a d i t io n ,  but 
as ta s te s  became more s o p h is t i c a t e d  the s t y l e  o f  the poems 
changed. New areas were se ize d  upon o r  invented to be used as 
s u b je c t  m atter, and the most s u c c e s s fu l  new types were the 
romances p a s t o r i l e s  and the romances m o r i s c o s . Both o f  these 
came in to  fash ion  in  the la t e  s ix te e n th  century  and continued 
in to  the seventeenth cen tu ry ;  the romance m orisco  ra p id ly  l o s t  
p o p u la r ity  a f t e r  1600, w h i l s t  the romance p a s t o r i l  enjoyed suc­
c e ss  w e l l  in to  the m iddle  o f  the cen tu ry . R. Ball exp la ins  the 
major d i f f e r e n c e  between the two types
Unlike the p a s to ra l  b a l la d ,  which resu lted  
from the n o v e l  ad aptation  o f  a C la s s i c a l -  
I t a l ia n  con vention  to  the n a t iv e  meter, 
the Moorish b a l la d  d e r iv e s  d i r e c t l y  from 
the medieval m o t i f s  o f  the f i f t e e n t h - c e n ­
tury romances f r o n t e r i z o s  which, because 
o f  th e ir  h i s t o r i c a l  immediacy, form one o f
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CHAPTER V
The p o p u la r ity  o f  the a n c ie n t  romance form brought about the 
b ir t h  o f  the romance nuevo ( o r  a r t x s t i c o ) ,  romances w r i t te n  by 
p r o fe s s i o n a l  p o e t s ,  ra ther than born o f  popular  c u l t u r e .  In 
the e a r ly  days o f  the romance nuevo these  poems as fa r  as pos­
s i b l e  attempted to  emulate the e x i s t in g  romance t r a d i t io n ,  but 
as ta s t e s  became more s o p h is t i c a te d  the s t y l e  o f  the poems 
changed. New a reas  were se iz e d  upon o r  invented  to be used as 
s u b je c t  m atter, and the most s u c c e s s fu l  new types were the 
romances p a s t o r i l e s  and the romances m o r i s c o s . Both o f  these 
came in to  fa sh ion  in  the la t e  s ix t e e n t h  cen tu ry  and continued 
in to  the seventeenth  cen tu ry ; the romance m or isco  r a p id ly  l o s t  
p o p u la r ity  a f t e r  1600, w h i l s t  the romance p a s t o r i l  enjoyed suc­
cess  w e l l  in to  the middle o f  the c e n tu ry .  R. Ball exp la ins  the 
major d i f f e r e n c e  between the two types :1
Unlike the p a s to ra l  b a l la d ,  which resu lted  
from the novel adapta t ion  o f  a C la s s i c a l -  
I t a l i a n  convention  to the n a t iv e  meter, 
the M oorish  b a l la d  d e r iv e s  d i r e c t l y  from 
the m edieval m o t i f s  o f  the f i f t e e n t h - c e n ­
tury romances f r o n t e r i z o s  which, because 
o f  t h e i r  h i s t o r i c a l  immediacy, form one o f
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the most o r i g i nai o f  Spain' s c o n tr ib u t io n s  
to  European f o l k  b a l la d r y .
Although the p o p u la r ity  o f  the romance m orisco  waned more rap­
id l y  than that  o f  the romance p a s t o r i l ,  n e v e r th e le ss  a t  the 
turn o f  the s ix te e n th  century  i t  was phenomenal. The c o lo u r  
and e r o t i c  undercurrents o f  these romances probably  c on tr ib u ted  
to t h e i r  p o p u la r i t y .  Although many were m iniature  m a sterp ie ces ,  
Alonso says :^
son romances c u l t o s  y  aún, en momentos, muy 
c u l t o s ,  la t r a d i c ió n  d e l  género ha pesado, 
s in  embargo en Góngora: son sus obras más 
d iá fa n a s :  romances que t ien en  mucho d e l  en­
canto  d e l  género y mucho de l a r t e ,  tan p i c ­
t ó r i c o ,  de l poeta*
Their rap id  d e c l in e  must have been a s s i s t e d  by the vast  amounts 
o f  e x c r u c ia t i n g l y  poor examples o f  the genre mass-produced by 
amateur rhym esters . N everth e less ,  Góngora 's romances m oriscos  
have been d escr ib ed  as some o f  the b e s t  o f  a l l  h is  romances, 
' j o y a s  muy b e l l a s  de re f inada  p e r f e c c i ó n ' .  The s u b je c t  matter 
ranged o v e r  a s e r ie s  o f  r e la t e d  s u b je c t s :  ' é l  d e l  fo rza d o  que 
l l o r a  la separac ión  de su e s p o s a . . . é l  de l enamorado cau tivo  
m o r o . . . é l  d e l  espaffol de orán, que t ie n e  que ausentarse de su 
daraa',^ a l l ,  i t  should be n oted , s u b je c t s  which have love  and 
war as the predominant thanes*
The romance m or isco  o f  the la t e  s ix te e n th  century  was 
o f t e n  used, fo l lo w in g  the example o f  Lope de Vega and in  common 
with the d i s f r a z  o f  the mmance p a s t o r i l , as an op p ortu n ity  f o r  
the p oet  to  recount a personal anecdote or  sing  a lo v e -s o n g .
The charm o f  t h is  type o f  romance m orisco  o f t e n  lay  in  i t s  d i s ­
p lay , in  d e s c r ip t io n s  o f  the o s t e n ta t io u s  dress  and customs o f  
the Muslims, ra th er  than in the s i n c e r i t y  o f  the emotion they
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pretended to express«  In t h i s  they were in  sharp c o n t r a s t  to 
the stark  o r ig in s  from which th ey  had ev o lv ed .  Many o f  the 
m o t i fs  were o r i g i n a l l y  found i n  medieval e p ic  and c h r o n i c l e  
and were then in corp ora ted  i n t o  the f i f t e e n t h - c e n t u r y  romance 
f r o n t e r i z o . The h i s t o r i c a l  b a s i s  f o r  the m a jo r i ty  o f  the o ld e r  
romances l i e s  in  the in c id e n t s  which took p lace  on the f r o n t i e r s  
between th e  Moorish and C h r i s t ia n  kingdoms o f  Spain d uring  the 
wars o f  the Reconquest. One th eory  i s  that  the f r o n t e r i z o s  
were sung o r  narrated  by th o se  a c t i v e l y  taking part  in  m i l i ­
ta ry  campaigns, o r  by o th ers  b ear in g  news o f  them. The r o ­
mance n o t i c i e r o  co u ld  then be seen as an e a r ly  form o f  
jou rn a lism , one which was m o s t ly  a n ecd o ta l .^  With the entrance  
o f  the C a th o l ic  Monarchs in t o  Granada in  1492 the Reconquest 
was brought to an end and, e x c e p t  as part  o f  t r a d i t i o n a l  s t o r y ­
t e l l i n g ,  the romance f r o n t e r i z o  d e c l in e d .
As the  p o p u la r ity  o f  the  romance in  noble  c i r c l e s  in ­
c rea sed ,  so the romances f r o n t e r i z o s  were enhanced and l a t e r  
rep la ced  by f i c t i o n a l  events o f  a s im ila r  n ature . In tim es o f  
peace, s t o r i e s  o f  war perhaps grew ted ious  without some o th e r  
elem ent, and e v e n tu a lly  rom an tic  in c id e n ts  were in trodu ced  
to a ccou nts  which p re v io u s ly  made no mention o f  lo v e .  The 
fe r o c i o u s  enemy, the Moor, s o f t e n e d  and became a p o e t i c  s t e r e o ­
type in  the romancero nuevo o f  the s ix te e n th  cen tury . For most 
C a s t i l ia n s  the Moorish world was ch a ra c te r ized  by the s t a t e l y  
grandeur and beauty o f  the p a la c e s  and gardens o f  S e v i l l e ' s  
A lcazar  and the Alhambra o f  Granada, which were id e a l i z e d  s t i l l  
fu r th er  in  the new and c o n s c i o u s ly  a r t i s t i c  romances. The v a st  
m a jo r i ty  o f  these , many o f  which were included  in  the Romancero
genera l o f  1600, were s t i l l  n a r r a t iv e s ,  ra th er  than l y r i c a l  
poems, but n a rra t iv e s  in  which d e ta i le d  d e s c r ip t io n  was
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e s s e n t i a l .^  O s ten ta t ion  and c o lo u r ,  c h iv a lr y  and c o u r t ly  
a t t i t u d e s  were a n ecessary  p art  o f  th is  u n iv e r s a l ly  accepted  
subgenre o f  the romancero. GSngora began to experiment with 
the romance m or isco  in  the 1580s, when i t  had a lready  become 
as  con ven t ion a l  and c o u r t ly  in  nature as o th e r  more c l a s s i c a l  
o r  I t a l ia n a t e  forms o f  p oe try .
The f i r s t  appearance in  p r in t  o f  the novela  El A bencerra je  
(H is t o r i a  de Abindarráez y J a r i f a )  in  the Coroñ ica  d e l  í n c l i t o  
In fa n te  don Fem ando, in  To ledo , i n i t i a t e d  the vogue f o r  
M oorish  n ov e ls  and p oe try .^  This was in  1561, although the 
fa sh io n  f o r  w r i t in g  in  the Moorish s t y l e  i s  thought to have 
begun some years  b e fo r e ,  as the l i c e n c ia  f o r  the p u b l ic a t io n  
o f  the novela  had been sought ten years e a r l i e r  in  1551. I t  
was to be the f i r s t  in  a s e r ie s  o f  n o v e la s , o f  which perhaps 
the  most famous i s  the Guerras c i v i l e s  de Granada by Pérez de 
H ita .  Masquerading as an h i s t o r i c a l  a ccount , the f i r s t  p a rt  
o f  the novela  was published  in  1595. A longside  these the 
romance m or isco  n o v e le s co  f l o u r i s h e d  in  Lucas R odr igu ez 's  
Romancero h is t o r ia d o  (1579) and the F lor  de romances nuevos 
com piled  by Pedro Moncayo (1 5 8 9 ) .
By the 1580s the ch a ra cte r  o f  the Moor w ith in  l i t e r a t u r e  
had a l t e r e d  s u b s t a n t ia l ly  from that o f  the f r o n t e r i z o  Moor, 
lea v in g  o n ly  one c o n s ta n t .  C h r is t ia n  and Moor, in  even the 
e a r l i e s t  examples o f  the f r o n t e r i z o , preserved  a mutual esteem.
Q
As e a r ly  as the ( r e c o n s tr u c te d  ) e p ic  o f  the S ie te  In fantes  
de Lara, the Moor d is p la y s  compassion w h i ls t  C h r i s t ia n 's  
c r u e l t y  to C h r is t ia n  i s  emphasized. The in tr o d u c t io n  o f  
c h iv a l r i c  va lu es  and the theme o f  love  fu r th e r  encouraged a 
sentim ental a t t i t u d e  toward the ch a ra cter  o f  the Moor. The 
Moor as lo v e r  was ap p rec ia ted  more than the Moor who showed
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prowess in  b a t t l e .  Stimulated by the s u cce s s  o f  El A bencerra je  
and i t s  s u c c e s s o r s ,  poets  o f  the l a t e r  s ix t e e n t h  century  began 
to  use the romance, as a p re te x t  f o r  the r e l a t i o n  o f
t h e i r  own romantic e x p l o i t s ,  h id in g  behind the ch a r a c te r  o f  the 
sentim enta l Moor. Numerous examples o f  the ' d i s f r a z  m o r is co '  
can be found in  the Romancero g e n e ra l . Complete b a l la d  c y c l e s  
grew up around each in d iv id u a l  lov e  a f f a i r ,  the most n o to r io u s  
o f  which a re  the romances o f  Gazul and Zaida , w r i t te n  during 
the  1580s and 1590s by Lope de Vega. As such , the new sub­
genre , the romance m o r is c o , was w e l l  e s t a b l i s h e d  by the time 
G6ngora came to w r i t e  h is  romances.
*  *  *  *  *
The m ajor  c h a r a c t e r i s t i c s  that have been n oted  f o r  the 
con v e n t io n a l  romance m orisco  were a tendency to  i d e a l i z e  o r  
se n t im e n ta l iz e  the Moorish w orld , and emphasis on c o u r t ly  and 
ch iv a lr o u s  v a lu e s ,  and p a r t i c u la r  use o f  f i n e l y  d e s c r ip t iv e  
w r i t in g .  The most common theme, by the time Gongora began to 
w r i t e  h is  examples, was lov e ,  although the ex p re ss io n  o f  i t  
was s t i l l  n a r r a t iv e  ra th er  than l y r i c a l .  Using these ch a ra c ­
t e r i s t i c s  to t h e i r  f u l l e s t  e x te n t ,  Gongora e x p lo i t e d  them in  
se v e ra l  d i f f e r e n t  ways, adhering to a s t r i c t l y  co n v e n t io n a l  
v iew  o f  the M oorish  id e a l  in  very  few o f  h i s  romances.
9
'A q u e l  rayo de la  guerra ' (number 14 ) ,  w r i t t e n  in  1584, i s  
u su a lly  read as a s t r ik in g  example o f  a c o n v e n t io n a l  romance 
m o r i s c o .10 Marfa Soledad Carrasco de U r g o i t i  ex p la in s  that  
' e l  amor c a b a l l e r e s c o  y la g a la n te r fa  son e l  n u c leo  tem atico  
de la p oes fa  m o r is c a ’ , and here  indeed, the Moorish p ro ta g ­
o n i s t  i s  d e s c r ib e d  in  ch iv a lres q u e  and c o l o u r f u l  fa s h io n .  
G a llantry  i s  emphasized as being  h is  m ajor  v i r t u e :
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tan galán como v a l i e n t e  
y tan n ob le  como fiero^ 
de los  mozos in v id ia d o ,  
admirado de l o s  v i e j o s ,  
y de lo s  n iños y e l  vu lgo 
señalado con e l  dedo; 
e l  querido de las  damas 
por cortesano  y d is c re to ,  
h i j o  hasta a l l í  renegado 
de la fortuna y de l tiempo; 
e l  que v i s t i ó  las mezquitas
» de v i c t o r i o s o s  t r o f e o s ,
e l  que pobló  las  mazmorras 
de c r i s t ia n o s  c a b a l l e r o s ;  11 .3 -16 .
The p i c t o r i a l  and ornamental elements o f  the genre are f u l ­
f i l l e d  by d e s c r ip t io n s  o f  the M oor 's  c l o t h in g  and h is  h o r s e 's  
harness :
1 .37  s a le ,  pues, e l  fu e r te  moro 
sobre un ca b a l lo  overo,
con un hermoso ja ez ,  
r i c a  labor de Marruecos, 
las p iezas  de f i l ig r a n a ,  
la mochila de oro  y negro .
Sobre una marlota negra 
un b lanco a lborn oz  se ha puesto , 
por v e s t i r s e  los c o lo r e s
de su inocen c ia  y su d u e l o . . .  on to  1 .6 8 .
From l i n e  73 onwards the sen t im en ta l ity  becom&S even more 
apparent:
C aba lleros  le  acompañan, 
y le  s igue todo e l  pueblo , 
y las  damas, por do pasan, 
se asoman llorando  a v e r l o .
Lágrimas v ie r t e n  ahora 
de sus t r i s t e s  o jo s  b e l l o s  
la s  que desde sus ba lcones 
aguas de o l o r  le  v e r t i e r o n .
This romance may have been one o f  Góngora 's p o e t i c  e x e r c i s e s ;  
an experiment in  the use o f  conventions  which he l a t e r  goes on 
to parody. C erta in ly ,  the very com posit ion  o f  a b a s ic  conven­
t io n a l  poem may have helped Góngora to  judge those elements
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which cou ld  most e a s i l y  o r  e f f e c t i v e l y  be reworked in  burlesque
fa s h io n .  Robert Jammes f in d s  t h i s  ra th er  extreme and e c c e n t r i c ,
in  which case the romance co u ld  be c la s s e d  as a parody o f  the 
12co n v e n t io n a l  type . There a r e  indeed c e r t a i n  d e t a i l s  o f  th is
romance which make me uneasy abou t g iv in g  any approval o f  i t
as a com p le te ly  con vent ion a l  poem. There are  none o f  the r e a l
s ig n s  o f  regard f o r  the C h r is t ia n s  mentioned a t  l i n e  16, and
there  i s  something s l i g h t l y  c o u n t e r f e i t  about the lam entations
o f  th e  minor c h a r a c te r s .  The M oor 's  h orse  i s  d e s c r ib e d  as
' g a l l a r d o '  ( 1 . 4 5 :  tan g a l la r d o  iba  e l  c a b a l l o ) ,  e x a c t ly  as h is
r i d e r  i s  e a r l i e r  ( 1 .2 1 :  e l  g a l l a r d o  Abenzulema).
Two other  romances m o r is c o s  which e x h i b i t  con ven t ion a l
s t y l i s t i c  fea tu res  are ' C r iábase  e l  A lbanés ' (number 20, 1580)
and 'Famosos son e l  las armas' (number 28, 1590).  The theme
o f  the  f i r s t  o f  these , in c lu d ed  under A gustín  Durán 's heading
13o f  romances m or iscos  n o v e l e s c o s , i s  l o v e .  At f i r s t  g lan ce  
i t  prom ises to be a q u ite  c o n v e n t io n a l  example o f  the subgenre, 
dem onstrating a l l  the fe a t u r e s  o f  a sentim ental lo v e  s to ry  
in c o r p o r a t in g  g a l la n t r y  and co u r te o u s n e s s ;  El Albanés i s :
gran cap itán  en las  guerras ,
gran co r tesa n o  en las paces ,
de lo s  so ld a d os  escudo,
e sp e jo  de l o s  g a la n e s j  11 .13 -16 .
The gap between Moorish and C h r is t ia n  c u l tu r e s  and id e a l s  i s  
adm irably  narrowed by a p r o t a g o n is t  who, although a C hr is t ian  
by b i r t h ,  has been ra ised  by a r i c h  and k in d ly  Moor. The 
s i t u a t i o n  i s  more h ig h ly  i d e a l i z e d  than any o f  the romances 
m o r is c o s  n ove lescos  o f  contemporaneous a n t h o lo g ie s .  Erudite 
r e fe r e n c e s  in  the poem a n t i c i p a t e  Gongor a ' s l a t e r  (1620s)  
romances amorosos, f o r  example:
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s i  un niño c ie g o  l e  vence 
no más armado que en carnes, 
y en e l  corazón  le  deja 
dos arpones penetrantes 1 1 .2 5 -8 .
The b a s is  o f  the poem i s  n o t  h i s t o r i c a l ,  but f i c t i o n a l .  Never­
t h e le s s ,  M il le  y Giménez d is c u s s e s  the q u est ion  o f  which Duque 
de Alba might be the one r e fe r r e d  to in  the poem, f i n a l l y
d e c id in g  upon a Don A ntonio , who would have been about twenty
14years  o f  age when Góngora composed th is  romance. The halfway 
p o in t  o f  the h is t o r y  o f  the romance m orisco  i s  marked by the 
poem ' Famosos son en las a rm a s '. Fewer new examples o f  the 
subgenre were being composed by 1600, and by 1610 new examples 
were a l l  but e x t i n c t .  In i t s  s t r i c t e s t  con ven t ion a l  form the 
romance m orisco  spans on ly  the twenty years between 1580 and 
1600, and ' Famosos son en las armas' was w r i t te n  a t  the point 
o f  the su bgenre 's  d e c l in e .  I t s  romantic theme i s  c l o s e l y  
a s s o c ia t e d  with that o f  the A ben cerra je .*^ Employing many o f  
the usual fea tures  o f  the romance m or isco , Góngora d e l i b e r a t e ly  
evokes the usual sentiments and r e a c t i o n s .
One o th er  romance which, although i t  cannot s t r i c t l y  be 
c a l l e d  con v en t ion a l ,  does evoke a most s t r ik in g  sense o f  a l l  
that i s  Moorish, i s  ' I l u s t r e  ciudad famosa' (number 22) w ritten  
in  1586. I t s  sense o f  r i c h  adornment and o f  c h i v a l r i c  values 
p la ces  i t  w el l  w ith in  the subgenre, and i t  d is p la y s  a l l  the 
n o ta b le  fea tures  d iscussed  p re v io u s ly .  S tron g ly  i d e a l i s t i c ,  
i t  i s  a romantic evoca t ion  o f  the mingling o f  C h r is t ia n  and 
Is lam ic  aspects  o f  the c i t y  o f  Granada. I t s  o r i g i n a l i t y  l i e s  
in  that the c i t y  and i t s  grandeur are not j u s t  the s e t t in g  fo r  
an event but in  f a c t  the very  p re te x t  f o r  the poem. In s p it e  
o f  the freshness  o f  the id ea ,  the execution  o f  the poem is  
i n f e r i o r  to many o f  G óngora 's o th e r  romances, f o r ,  as  Jamraes
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o b serv es ,  i t  becomes l i t t l e  more than a monotonous in ven tory  
o f  m inutely  d e t a i l e d  i t e m s . T h e  poem can o n ly  be ass igned  
to the border  o f  con v en t ion a l  romances m o r i s c o s , a long  with 
' Entre lo s  su e ltos  c a b a l l o s '  (number 1 6 ) ,  w r it ten  in  1585, 
which, w h i ls t  i t s  theme i s  l o v e ,  uses more o f  the o l d e r  con­
ven tion s  o f  th e  romance f r o n t e r i z o .
Like s e v e r a l  o th ers  o f  G ón gora 's romances, ' Entre lo s
s u e l t o s  c a b a l l o s '  i s  found in  v a r iou s  forms accord in g  to  when
and by whom i t  was p u b lish e d .  The romance appears in  the
Chacón m anuscr ip t  (as  reproduced by F ou lch ê -D e lbosc ,  number
57) and c o n s i s t s  there o f  seventy-tw o  l i n e s .  This v a r ie s  from
the v e r s io n  p r in t e d  by Vicuña where ( f o l l o w i n g  immediately
a f t e r  'S e r v í a  en Oran a l  r e y ' ) 17 a fu r th e r  f o r t y  l in e s  are
attached  to  th e  end and a few minor v a r ia t i o n s  o c cu r  in  the 
18f i r s t  p a r t .  A . E. Sloman has w r i t te n  on 'The two v e r s io n s  
o f  "Entre l o s  s u e l t o s  c a b a l l o s " '  and f in d s  that these extra  
l in e s  so f t e n  the  e f f e c t  o f  the o th e r  v a r i a n t ' s  ending, and
19that some o f  them are r e p e t i t i v e  ( f o r  example, l in e s  8 5 -8 8 ) .
The f i r s t  m a jo r  q u est ion  to be asked about the poem i s  c l e a r l y  
’ Which is  the c o r r e c t  end ing? ' . This i s  r e l a t i v e l y  easy to 
answer when compared w ith  ' Servía  en Oran a l  rey ' , and Sloman 
reproduces two e x c e l l e n t  p ie c e s  o f  ev iden ce  to  support h is  view 
that the s h o r t e r  v e rs io n  i s  the c o r r e c t  on e .  The ev id en ce  i s  
that Gonzalo Hoces y Córdoba p r in te d  in  1633 o r  1634 a longer  
v e r s io n  which i s  n ot  that  found in  Vicuna (1 6 2 7 ) .  Some parts  
o f  the Vicuña ending are  used with  o th e r  new l i n e s ,  and l in e s  
69-72 o f  the poem are t r a n s fe r r e d  to the end. This t ra n s fe ren c  
was a ls o  made in  la t e r  v e r s io n s  and g lo sa s  o f  the romance, but 
in  f a c t  i t  u p se ts  the whole sense and reason ing  behind the 
romance. N e v e r th e le ss ,  Sloman sa y s :  'm isgu id ed  though i t  i s ,
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i t  revea ls  that the famous quatra in  0>9-72 was g e n e ra l ly  r e -
20garded as the poem's ending' . Furthermore CalderSn g lo s s e s  
the poem in  El p r ín c ip e  constante  (1628 -  one year a f t e r  the 
Vicuña e d i t i o n ) .  From the f i r s t  seventy-tw o l in e s  ( th ose  o f  
both  Chac6n and Vicuña) Calderon makes use o f  th ir ty -s e v e n  
l in e s ,  but takes o n ly  three more from the la s t  f o r t y  l in e s  
( th o se  o f  V icuña). Sloman's comment i s  that 'assuming that he 
was drawing upon a w r i t te n  t e x t ,  he appears to have stopped h is  
g lo s s  when the l in e s  were no lon ger  fa m i l i a r  o r  regarded by him 
to  be au th en t ic '  . His f i n a l  c o n c lu s io n :  ' the authentic  v e r s io n  
i s  almost c e r t a i n l y  that  o f  Chacon; the a d d it io n a l  l in es  o f  the 
Vicuña v e r s io n  are o f  d oubtfu l  o r i g i n '  .
Sloman dec ides  upon the c o r r e c t  v e r s io n  o f  the poem by 
counting l in e s  and c o r r e la t in g  t h e i r  appearance in  o ther  v e r ­
s io n s ,  and th is  proves s a t i s f a c t o r y  h e re .  A c l o s e  study o f  the 
t e x t  does in  f a c t  support Sloman's f i n d i n g s ,  f o r  the Vicuna 
ending does not r e f l e c t  the sentim ents o f  the e a r l i e r  part o f  
the romance. X hope in  th is  study to  show why I d isagree  with
Jammes who says that ' le  con tin u ateu r  de G ó n g o r a , . . . a a jo u té
22une f i n  heureuse au romance' .
Jammes's statement i s  based on the assumption that th is  
romance more o r  l e s s  reproduces the s t o r y  o f  Abindarráez and 
J a r i fa  found in  SI A ben cerra je .
This  i s  acknowledged by o th er  c r i t i c s  as the
source f o r  Góngora 's romance, and p a r t i c u l a r ly  as the prov ider
23o f  the ending found in  Vicuña. This i s  not the on ly  link  
forged  with o th er  works. Góngora 's own romance ' Servia en
Oran a l  rey ' i s  o f t e n  c l o s e l y  a l l i e d  to the romance in qu est ion
Damaso Alonso comments:14 -
109
como se ve , es e l  mismo tema que G6ngora 
a p l i c a  a un "espáfiol de Orán" y un moro 
que c a u t i v a . . . .La h i s t o r i a  que cuenta e l  
moro, también se parece  a la  que narra 
A bindarráez.
but López Estrada a dds : ' l a  r e la c i ó n  no parece  que vaya más a l l á  
de que la  a c c ió n  se s ittía  en Orán y que son Cenetes lo s  
p r o ta g o n is t a s '  .
I f  one i s  to  f o l l o w  Jammec's assumption that  the two romances
in  q u e s t io n  form part o f  what was to  become the c y c l e  o f
romances concern ing  ' e l  español de O rán ', then a problem a r i s e s .
In the  l o g i c a l  sequence o f  such a c y c l e  ' Serv ía  en Orán a l  Rey'
would precede ' Entre l o s  s u e l t o s  c a b a l l o s '  -  the a t ta ck  to which
the español goes  i s  o v e r ,  and the a t ta ck e rs  are taken c a p t iv e .
In a c tu a l  chron o logy  ' Servía  en Orán a l  rey '  was the la t e r  o f
the two romances to be w r i t te n .  I t  was n ot»  however, unusual
25f o r  Gongora to r e t r a c e  p re v io u s ly -u s e d  themes and id e a s .  
Menéndez P ida l exp la ined  th is  c h r o n o lo g i c a l  d is crep a n cy  by pos­
t u la t in g  that the l i n e  ' aquel español de Orán' was in  f a c t  a 
l a t e r  re tou ch in g  o f  the poem w r i t te n  in  1585 to make i t  c o r ­
respond  to that  o f  1587. Lopez Estrada c o n s id e r s  t h is  a 
p l a u s i b l e  argument bear in g  in mind those two s i m i l a r i t i e s  in  
m inor  d e t a i l ,  but Jammes says o f  Menéndez P id a l :
i l  fa u d r a i t  b ien  se garder  d 'e n  co n c lu re  que 
c e t t e  parenté e s t  f a c t i c e ,  e t  que l 'a u t e u r  
a réuni a r t i f i c i e l l e m e n t  deux p iè c e s  d ' i n s p i r ­
a t i o n  d i f f é r e n t :  i l  semble au c o n t r a i r e  que 
ces  deux romances ont é té  conçus dans la même 
p e r s p e c t iv e ,  e t  que Góngora p e n sa it  b ien  au 
mène personnage en l e s  é c r iv a n t ,  comme le  
prouvent de nombreux d é t a i l s .
Ke does n ot  c o n s id e r  the p o s s i b i l i t y  o f  a sim ple retouch ing  to
2.6be c o r r e c t  because :
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l e  mot Cenete se trouve à 1 'assonance dans 
l e  romance de 1535, le  p lus ancien , ce  qu i 
indique q u ' i l  n 'y  a pas é té  in t r o d u it  
postér ieurem ent .
Although Jammes knows th at  the two poems do in  f a c t  come from
d i f f e r e n t  sources  he i n s i s t s  that the A bencerraje  i s  the source
f o r  1 Entre lo s  s u e l t o s  c a b a l l o s '  • López Estrada, by in c lu d in g
i t  in  h is  com p ila t ion  o f  works on the Abencerraj e , would appear
to agree that the Vicuña ending comes from there , and Alonso
w a r i ly  a llow s  that the theme i s  the same and the s t o r y  s im i la r
to  that t o l d  by A b indarráez . Although s im ila r ,  i t  n e v e r th e le s s
cannot be e x a c t ly  the sane s to r y ,  e s p e c ia l l y  when the Vicuña
ending i s  u n l ik e ly  to  prove a u th e n t ic .  Indeed, the con t in u er
o f  the romance e f f e c t i v e l y  uses h is  knowledge o f  A b in d a r r á e z 's
s to ry  to ' complete ' that  part o f  the poem which was d e f i n i t e l y
n ot  w r it ten  by Góngora. Was the con t in u er  r ig h t  to  do so?
Like Alonso I  am in c l in e d  to be wary -  the s tory  in  the f i r s t
27part o f  ' Entre lo s  s u e l t o s  c a b a l l o s ’ on ly  ' se parece  a' that 
o f  Abindarráez, and t h e r e fo r e  the la s t  f o r t y  l in e s  o f  the 
Vicuña v e rs io n  are a presumptuous a d d it io n .
The s to r y  o f  El A bencerra je  runs as fo l lo w s
Rodrigo de Narvaez, a lc a ld e  o f  Antequera and A lora  
d e c id e s ,  now that  the f r o n t i e r s  are p e a ce fu l ,  that 
one should not  become complacent about i t .  He sends 
out a band o f  men one n ight to p a tro l  the f r o n t i e r s  
and they s e t  upon and ev en tu a lly  capture a lon e  Moor, 
Abindarraez, el A bencerra ie . banished from Granada 
because o f  an event in  which h is  ancestors  were 
f a l s e l y  in cr im in a ted .  The p r ison er  s ig h s ,  and t e l l s  
o f  h is  love  f o r  the b e a u t i fu l  J a r i f a ,  with whom he 
was brought up s id e  by s id e ,  thinking f o r  many years 
that she was h is  n a tu ra l  s i s t e r .  She has arranged 
f o r  them to be s e c r e t l y  married and so Rodrigo s e ts  
the Moor f r e e  to  do th is  on c o n d it io n  that he returns  
w ith in  three days to become h is  p r ison er  a g a in .
J a r i fa  i n s i s t s  on return ing  with him, and, having 
r e c o n c i le d  the cou p le  with the g i r l ' s  fa th e r ,  Rodrigo 
r e c e iv e s  the ransom which f r e e s  them and, l a t e r ,  
g i f t s  o f  g r a t i tu d e  from Abindarraez h im se l f .
I l l
A c l o s e  reading o f  the f i r s t  seventy-tw o l in e s  o f  ' Entre 
l o s  s u e l t o s  c a b a l l o s '  r e v e a ls  that  the poem, although i t  uses 
the same theme o f  the captured  Moor, deve lops  in  qu ite  a d i f ­
f e r e n t  d i r e c t i o n .  The romance beg in s  with a quatra in  which 
s e t s  the scene -
Entre lo s  s u e l t o s  c a b a l lo s
de lo s  v e n c id o s  Cenetes,
que por e l  campo buscaban
entre  la  sangre lo  ve rd e ,  1 1 .1 -4 .
There has been a b a t t l e  here which the Zeneta have l o s t .  Their 
r i d e r l e s s  h orses  now wander around the b a t t l e f i e l d  in  search  o f  
fo d d e r .  The b a t t l e  has been so b lood y  that l i t t l e  o f  the grass 
can be seen among the remains o f  the dead. The tone o f  th is  
f i r s t  q u a tra in  i s  in  no way comparable to the tone o f  El 
A b e n c e r r a je . The scene i s  one o f  d e s t r u c t io n  and c r u e l t y ,  the 
massacre o f  many men, whereas El A bencerra je  t e l l s  us o f  a 
s in g l e  man in  combat with a group o f  enemies in  which he i s  
wounded but no -on e  i s  k i l l e d .  Immediately the im p l ica t io n s  o f  
a M o o r ish -C h r is t ia n  c o n f l i c t  are  i n t e n s i f i e d ,  .\midst the 
ca rn a g e :
Aquel español de Oran
un su e lto  c a b a l l o  prende* 11.5-6.
Uho might t h is  Spaniard be? Some have i d e n t i f i e d  him with the
Spaniard o f  'S e r v i a  en Oran a l  rey ' but there  i s  n e i th e r  p roo f
o f  nor  p o in t  to th is  e x e r c i s e  as the españo1 i s  never d ep ic ted
in  b a t t l e .  'A q u e l '  cou ld  denote  a r e fe re n ce  to  a famous
Spaniard, and i s  equated by some with one o f  the p ro ta g on is ts
29o f  El A b e n ce rra je , Rodrigo de Narváez, but as we know that 
Rodrigo was a l c a ld e  o f  .Vntequera and A lora , both  p laces  in  Spain,
t h is  does n o t  ex p la in  why he should be termed ' e l  espanol de
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Oran’ which i s  in  present-day  A lg e r ia .  A part from the retouch ­
ing theory , then, the o n ly  exp lanation  f o r  the use o f  ' aquel'
i s  as a d e v ic e  to im ita te  e a r l i e r  romances, a kind o f  formu- 
30l i s t i c  usage. This might suggest  that these are the fu r th er  
adventures o f  a p a r t i c u la r  hero . I t  does n ot  au tom a t ica l ly  
imply that  Gongora had intended to  w r ite  a c y c le  o f  romances 
on the ' so ldado de Or£n' but simply that he i s  r e f e r r in g  to 
the p r a c t i c e  o f  w r it in g  romance c y c l e s .
Having s e le c t e d  a horse from among a l l  those that are 
attempting to  g raze , the Spaniard mounts i t .  But not a lon e .
The h orse  i s  strong and chosen :
para que l l e v e  a e l ,
y a un moro ca u t iv o  l l e v e ,  11 .9 -10 .
The romance t e l l s  us:
En e l  l i g e r o  c a b a l lo  
suben a m b o s , . . .  1 1 .1 3 -1 4 .
The q u e s t io n  i s  why, when there are many r i d e r l e s s  horses around 
the b a t t l e f i e l d  ( th e  captured Moor was a f t e r  a l l  the Captain o f  
one hundred horsemen, l in e s  11-12) does th e  Spaniard s e l e c t  on ly  
one s w i f t  h orse  to ca rry  two grown men? Gongora p rov ides  no 
c lu es  as to why th is  should be.
So fa r  noth ing a t  a l l  resembles the p l o t  o f  El Abencerra je  
and, perhaps more n o t ic e a b ly ,  a l l  m ot iv es ,  causes and e f f e c t s  
have been re v ersed .  In El Abencerra je  the Moor i s  ambushed, 
a v ic t im  o f  R o d r ig o 's  o rd e rs .  Here, i f  i t  i s  to be understood 
that t h is  i s  the same skirmish as the one about to beg in  in 
' Servia en Oran a l  r e y ' , then the r o le s  a r e  reversed . The 
Zeneta made the a t ta ck ,  so instead  o f  b e in g  an innocent v ic t im  
o f  f a t e ,  the Moor o f  G6ngora's romance i s  the vanquished
a n ta g o n is t ,  whose a t t a c k  on the C hr is t ian s  has proved unsuc­
c e s s f u l .  The h orse ,  in  s p i t e  o f  i t s  heavy burden moves as 
though ' cu a tro  a la s  le  m ueven ', but on ly  because i t  i s  by 
' cuatro  espuelas  h e r id o '  ( l i n e s  1 5 -1 6 ) .  The o rd e r  o f  the 
l in e s  i s  im portant; i t  conveys the re lu c ta n ce  o f  the h orse  to 
move under i t s  burden unless  goaded. There i s  no precedent f o r  
t h is  s trange s i t u a t i o n  in  El A bencerra je  where Rodrigo ' le  h izo
su b ir  [the Moor) en un c a b a l l o  de un escudero , porque e l  suyo 
3 lestaba h e r i d o ' .
I t  i s  a t  t h is  s tage  th at  the 1 rem in iscences '  o f  El Abencer­
ra ie  appear in  G ongora 's  romance. A b in d a rra ez 's  horse i s  wounded 
so he must use an other , but the Moor here, once a t  the head o f  
one hundred horsemen must s u f f e r  the h um il ia t ion  o f  r id in g  behind 
a C h r is t ia n  on a h orse  which i s  a l s o  ' herido ' , th is  time by
t h e i r  spurs . Rodrigo s tu d ie s  the fa c e  o f  Abindarraez w e l l  as
32they r id e  a long and h is  f e e l i n g s  a r e :
que tan gran t r i s t e z a  en animo tan fu e r te  
no podia p roced er  de s o la  la causa que 
a l l f  p a r e s c ia .
I t  i s  a simple m atter  f o r  him to watch A b indarraez 's  demeanour 
from h is  own h orse , y e t  f o r  the espanol o f  Gongora's poem th is  
p rocess  i s  more c o m p l ica te d :
Admirado e l  espanol
de v er  cada vez que le  vuelve
que tan t iem am ente  l l o r e
quien  tan duramente h ie r e ,  11 .21-24 .
He has to  keep turning around to look  at the Moor who i s  seated 
behind him. The p i c t u r e  which emerges i s  ra th er  absurd -  two 
grown men on a small h orse ,  one who has to crane h is  head round 
to look  a t  the o th e r  who s i t s  c ry in g  l ik e  a baby. The d i f f e r ­
ences are  again  apparent between the two t a l e s .  Abindarraez
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does n o t  weep; he s ighs and mutters to h im s e l f ,  but th is  i s  
enough to make Rodrigo r e a l i z e  that something tro u b le s  h is  
s o u l .  The español, however, o n ly  p e r ce iv e s  these tea rs  in  
the way that  he sees the wounds the Moor has d e a l t  to  o t h e r s :  
they are  outward, p h y s ic a l  s ig n s ,  and th e r e fo r e  he does n o t  
understand th e ir  deeper meaning. He asks i f  he might know 
why the Moor weeps, as p o l i t e l y  as he can :
con razones  l e  pregunta, 
comedidas y c o r t e s e s ,  
de su s p iro s  la  causa,
s i  la  causa lo  c o n s ie n te .  11.25-23
114
but he does not o f f e r  to t r y  to  put the M oor 's  g r i e f  to r ig h t s .
Rodrigo i s ,  on the o th e r  hand, co n s id e ra te  and anxious to  a l l e -  
33v ia t e  any s u f f e r in g :
paresce  f laqueza  que quien hasta aquí ha 
dado tan buena muestra de su e s fu e r z o ,  la 
dé ahora tan m ala. Si s o s p ir á i s  d e l  d o lo r  
de las l l a g a s ,  a lugar v a is  do s e r é i s  b ien  
curado. Si os  du e le  la p r i s i ó n ,  jo m a d a s  
son de guerra a que están s u b je c to s  cuantos 
la  s iguen . Y s i  t e n é is  o t r o  d o lo r  s e c r e to ,  
f i a l d e  de mí, que yo os  promete como h i j o ­
dalgo de hacer  por rem ediarle  lo  que en mí 
fu e re .
I t  i s  a t  th is  po in t  in  the s t o r y ,  now that the bonds o f  cou rtesy  
and f r ie n d s h ip  have been extended that Rodrigo and Abindarraez 
exchange i d e n t i t i e s .  G6 n g o r a 's  ch aracters  q u ite  simply do n o t .  
They remain anonymous to us and to one another in  s p i t e  o f  a l l  
the th ings they do say. ' El ca u t iv o '  remains 1 e l  ca u t iv o '  
even though he t e l l s  the espano 1 :
En lo s  Gelves n a c í ,  e l  año 
que os p e r d is t e s  en lo s  Gelves, 
de una b e r b e r is c a  noble  
y de un tu rco  m a ta s ie te .
does n o t  weep; he s ig h s  and m utters  to h im s e l f ,  but th is  i s  
enough to  make Rodrigo r e a l i z e  that something tro u b le s  h is  
s o u l .  The e sp a ñ o l , however, o n ly  p e rce iv e s  these  tears  in 
the way that he sees  the wounds the Moor has d e a l t  to o th e r s :  
they are  outward, p h y s ic a l  s ig n s ,  and t h e r e fo r e  he does not 
understand t h e i r  d eeper  meaning. He asks i f  he might know 
why the Moor weeps, as  p o l i t e l y  as he can :
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con  razones le  pregunta, 
comedidas y c o r t e s e s ,  
de su sp iros  la  causa,
s i  la  causa lo  c o n s ie n te .  11.25-28
but he does n o t  o f f e r  to t r y  to put the M oor 's  g r i e f  to r ig h ts .
Rodrigo i s ,  on the o th e r  hand, co n s id e ra te  and anxious to a l l e -
, _ , 33v ía t e  any s u f f e r i n g :
paresce  f la q u eza  que quien hasta aquí ha 
dado tan buena muestra de su e s fu e r z o ,  la 
dé ahora tan mala. Si s o s p ir á i s  de l d o lo r  
de la s  l l a g a s ,  a lugar v a is  do s e r é is  b ien  
curado. Si os duele  la p r i s i ó n ,  jo m a d a s  
son de guerra  a que están  s u b je c to s  cuantos 
la  s igu en . Y s i  t e n é is  o t r o  d o lo r  s e c r e t o ,  
f i a l d e  de m í, que yo os  promete como h i j o ­
da lgo  de hacer  por rem ediarle  lo  que en mí 
fu e r e .
I t  i s  a t  t h is  p o in t  in  the s t o r y ,  now that the bonds o f  courtesy  
and f r i e n d s h ip  have been extended that Rodrigo and Abindarraez 
exchange i d e n t i t i e s .  Gongora 's  ch a ra cte rs  q u ite  simply do n o t .  
They remain anonymous to us and to one another in  s p i t e  o f  a l l  
the th ings  they do say . 1 El ca u t iv o '  remains ' e l  ca u t ivo '  
even though he t e l l s  the espano 1 :
En lo s  Gelves n a c í ,  e l  año 
que o s  p e r d is te s  en lo s  Gelves, 
de una b e r b e r is c a  noble  
y de un turco m a ta s ie te .
11.41-48
En Tremecén me c r i é  
con mi madre y mis parien tes  
después que p e rd í  a mi padre, 
c o r s a r i o  de t r e s  b a j e l e s .
From these l i n e s  both a l i t t l e  and a g rea t  d ea l are le a rn t  a t  
once . Spain  lo s t  Gelves ( o r  Jerba )  to the Moors in  1560; th is  
would make the Moor about tw e n ty - f iv e  years o l d .  The M oor 's  
parents were a ' n ob le '  Berberess and a Turk. This i s  an odd 
com binat ion . Taking in to  account that the Berbers were a 
North A f r i c a n  t r i b e  who had been granted c i t i z e n s h i p  in  Granada 
a t  th is  t im e , a c lu e  i s  provided to suggest that  the woman's 
n o b i l i t y  i s  not  a l l  that  i t  might be.
In 1570 P h i l ip  I I  d ispersed  the m o r is c o s , g e n e r a l ly  poor 
and harmless peop le ,  from Granada throughout C a s t i l e .  However, 
the B erbers , as Granadan c i t i z e n s ,  were a l low ed  to remain in 
the c i t y .  Because o f  th is  many o th e r  North A fr ica n  peoples  
began to c la im  that they were Berbers in  o r d e r  to remain where 
they were and to  ga in  equal p r i v i l e g e s .  They were not  nuevos 
c r i s t ia n o s  e i t h e r  and so were n o t  su b je c t  to the same sanctions  
as the con v er ted  m o r i s c o s . I t  would be to any Moor o r  Moorish 
woman's advantage to claim to be Berber, however d is h o n e s t ly .
The M oor 's  fa t h e r  i s  a Turk, a saracen , the i n f i d e l  who 
had to be prevented from taking o v e r  a l l  the C h r is t ian  and 
Mediterranean c o a s ta l  lands. Not on ly  th a t ,  he i s  a p i r a t e ,  • 
the t e r r o r  o f  the seas to the Spanish and Christian f l e e t s  in  
g en era l .  The M oor 's  parents rep resen t  the two major threats  
to both Spain as a n a t ion  and to  C h r is t ia n i ty  as a r e l i g i o n ;  
one in t e r n a l  danger and one e x t e r n a l ;  and the romance was 
w ritten  a t  a time when the m or isco  problem was fa r  from s e t t l e d .
The M oor 's  l in ea ge  is  d o u b t fu l .  He appears n ot  to have 
l iv e d  with  h is  fa th e r  at a l l ,  who as a rov in g  p ir a t e  commanded
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three  s h ip s .  The fu r th e r  im p l ic a t io n  i s  o f  course  that, w ith  
a r o v e r  and a l o o t e r  f o r  a fa t h e r ,  the Moor i s  in  f a c t  a b a s ta rd  
c h i l d .  Bom o u ts id e  o f  matrimony to  parents such as th ese ,  the 
Moor would be the u lt im ate  sym bolic  th rea t  to Roman C a th o lic ism . 
The very  d i s c l o s u r e  o f  h is  parentage to  the español stands as 
a m assive in s u l t ,  l i t e r a l l y  hurled  in  the fa c e  o f  the e sp añ o l 
who turns to look  a t  him.
One begins to wonder e x a c t ly  what Góngora i s  up to h e r e .  
T r a d it io n  had i t ,  even as fa r  back as the f i r s t  romances f r o n t ­
e r i z o s , th a t  the Moor and the C h r is t ia n  were not enemies on a 
p erson a l l e v e l .  A sentim ental view o f  the Moor was the m ost 
common one. In f a c t ,  almost a l l  romances m oriscos  n o v e le s c o s  
are  p ro -M oor ish .  Yet here the M oor 's  answer to a simple q u e s t io n ,  
which ought to be j u s t  a p o l i t e  statement o f  h is  name, i s  a 
d e l i b e r a t e  c o n fr o n ta t io n  with the C h r is t ia n .  Twice so fa r  the 
Moor has, in  th is  romance, been the a g g re s s o r .  Furthermore,
I  th ink th at  Góngora i s  saying something about the s t y l e  o f  
m or isco  l i t e r a t u r e  in  g en era l .  The Moor here ta lks  o f  h is  an ­
c e s t r y  a t  g rea t  length  and in  some d e t a i l ,  y e t  a t  the end o f  
h is  speech , we s t i l l  do not know who he i s .  The d e t a i l s  he has 
g iven  are  f o r  the most part i r r e l e v a n t  and unnecessary f o r  o u r  
understanding o f  the p l o t .  The same kind o f  thing appears i n  
El A b e n c e r r a je :
A mí llaman Abindarráez e l  mozo, a d i f e r e n c ia  
de un t f o  mío, hermano de mi padre, que tiene  
e l  mismo nombre.
When Rodrigo  asks the M oor 's name he i s  a ls o  provided with some 
i r r e l e v a n t  d e t a i l .  There i s  a l i t t l e  more re levan t m a t e r ia l :
' soy de l o s  A bencerra jes  de Granada, de los  cuales  muchas v e c e s  
habrás o id o  d e c i r ; '  -  and ju s t  in  case  Rodrigo had not h eard :
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' y  aunque me bastaba la lástima presen te  s in  acordar  las  pesadas,
todavía  te  q u iero  con ta r  e s t o . . . '  -  and so i t  goes on f o r  a fu r -
35ther f i v e  hundred words.
Góngora, l ik e  the w r i t e r  o f  El A b e n ce rra je , uses s p e c i f i c i t y  
and f i n e  d e t a i l ,  but n ot  f o r  d e c o r a t iv e  purposes . He uses th is  
d e t a i l  in s tea d  to revea l the long-winded manner o f  o th er  w r i t e r s .  
He im ita tes  the p r a c t i c e  o f  c o u r t e s i e s  and exchanges in  the f i r s t  
part o f  the M oor 's  r e p ly :
"V a lien te  e re s ,  ca p itá n ,  
y c o r t é s  como v a l i e n t e :  
por tu espada y tu tra to  
me has cautivado  dos v e c e s .
Preguntado me has la  causa 
de mis su sp iros  a r d ie n te s ,  
y d ib o te  la  respuesta
por quien soy y por quien e r e s " .  11 .33 -40 .
I  think the key to  these l in e s  i s  l i n e  40, f o r  a t  th is  p o in t  in  
the poem ( o v e r  halfway through the Chacón v e r s io n )  i t  i s  no t  
known who e i t h e r  o f  the men a r e .  Nor i s  anyone the w iser  at 
the end o f  the romance; they remain as ' un m o r o . . . cap itán  de 
c ie n  j i n e t e s '  and 'a q u e l  español de O r á n ' . El A bencerraje  
lays a g re a t  dea l o f  emphasis on names, l in e a g e  and re p u ta t io n ,  
and Góngora mocks th is  with h is  l in e  ' por quien soy y por quien 
e r e s ' ,  f o r  he leaves  h is  ch a ra c te rs  as anonymous f i g u r e s .  The 
Moor 's  cou rteous  speech i s  a ls o  s u r p r is in g .  He has been captured , 
he says, no t  ju s t  by f o r c e  ( '  tu espada' ) but a ls o  ca p t iv a te d  by 
' tu t r a t o ' .  This can be l i t t l e  e l s e  but i d l e  f l a t t e r y ,  f o r  the 
españo 1 has simply fo r c e d  the iloor onto  the back end o f  a horse 
and asked him why he i s  b lu b b er in g .  In c o n t r a s t ,  Abindarráez 
says 'g ra n  n o t i c i a  tengo de vuestra  v ir t u d  y e x p ir ie n c ia  [ s i c ]  
de vuestro  e s fu e rz o '  , because he has j u s t  l e a n t  that he i s  in 
the hands o f  a renowned, honest and j u s t  man. To be b r i e f ,  the
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d i f f e r e n c e  l i e s  in  that  the Moor o f  Gongora's romance does not  
r e a l l y  owe anything to h is  ca p to r ,  w h i ls t  the c o u r te sy  and con ­
cern  o f  Rodrigo earn him the r ig h t  to be the c o n f id a n t  o f  
A bindarráez. The c o u r t e s ie s  and in s is te n ce  in  good b i r t h ­
r ig h t s  and rep u ta t ion  o f  the romance morisco a r e  revealed  f o r  
what they are , shallow  and unnecessary, by Góngora.
I t  so happens in  El A bencerra je  that the cause  o f  A bindar- 
ráez'_ s sadness i s  n o t  so much h is  capture but that  he i s  p re ­
vented from keeping h is  t r y s t  with J a r i f a .  In  exp la in ing  t h is  
to  Rodrigo he t e l l s  how t h e i r  love  grew. In o r d e r  that we may 
compare th is  with the l o v e - s t o r y  o f  Góngora's Moor I s h a l l  
reproduce i t  h ere :
Yo s a l í  a l  mundo del v ie n tr e  de mi madre, 
y por cum plir  mi padre e l  mandamiento de 
Rey, envióme a Cártama a l  a lca id e  que en 
e l l a  estaba , con quien tenía  e s tre ch a  
amistad. Este tenía  una h i ja ,  c a s i  de mi 
edad, a quien amaba más que a s í ,  porque 
a l le n d e  de se r  so la  y hermosísima, l e  
c o s t ó  la  m ujer, que murió de su p a r t o .
Esta y yo en nuestra n iñez siempre nos  
tuvimos por hermanos porque a s í  nos oíamos 
llam ar. Nunca me acuerdo haber pasado 
hora que no estuviésem os ju n to s .  Juntos 
nos c r ia r o n ,  ju n tos  andábamos, ju n t o s  
comíamos y bebíamos. Nasciónos de e s t a  
conformidad un natural amor, que fu e  
siempre c re c ie n d o  con nuestras edades .
J a r i f a  i s  b e a u t i f u l ,  g e n t le ,  good and kind, as  w i l l  be seen in  
l a t e r  passages o f  El A bencerra je , and i t  i s  l i t t l e  wonder that  
Abindarraez should be so much in  love  with h e r .  I t  i s  th is  
lo v e  a f f a i r  that seems to  form a fu rth er  b a s is  f o r  claims that 
G<5hgora's romance i s  taken from El A b en cerra je . Let us look  
a t  h is  M oor 's  words:
Junto a mi casa v iv ia ,
porque mas cerca  muriese,
una dama del l i n a je  ^7
de lo s  nobles  M elion eses , 11.49-52
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Juntos a s í  nos criam os, 
y Amor en nuestras  n iñ eces  
h i r i ó  n ues tros  corazones 
con arpones d i f e r e n t e s .  11 .61 -64 .
I t  easy to f in d  l i n g u i s t i c  p a r a l l e l s  h ere .  Góngora uses the 
word j untos to  emphasize the prox im ity  o f  the cou p le ,  echoing 
th a t  o f  El A b en cerra je , y e t  the Moor and the Melionesa are  not 
as c l o s e  as Abindarráez and J a r i f a ,  and consequ ently  the e f f e c t s  
o f  being brought up s id e  by s id e  i s  d i f f e r e n t .  Abindarráez and 
J a r i f a ,  ra ise d  as b ro th e r  and s i s t e r  ( ' j u n t o s  nos c r i a r o n ' ) ,  
deve lop  a natura l lo v e  f o r  one another, an easy mutual a f f e c t i o n  
which matures ( 'q u e  fue  siempre c re c ien d o  con nuestras e d a d e s ' ) .  
C onversely , the Moor and g i r l  o f  G óngora 's poem were the boy 
and g i r l  next door ( '  ju n tos  a s í  nos c r ia m o s ' ) who developed 
noth ing  more than the f a i r l y  usual lo v e -h a te  r e la t io n s h ip  
between boys and g i r l s  o f  the same age. Their  love  i s  n o t  un­
usual and does not grow in  the way o f  that o f  the o th er  cou p le .
Abindarráez and J a r i f a ' s love  can be accepted  w ithout 
qu est ion  because o f  the deep r e s p e c t  and awe o f  J a r i f a ' s beauty
shown by Abindarráez. There i s  a touching frankness in  h is
38d e s c r ip t io n s  o f  her e f f e c t  on him:
Parescióme en aquel punto más hermosa que 
Venus cuando s a l i ó  a l  j u i c i o  d e l  manzana.
. . . V i l a  en las  aguas de la fuente  a l  prop io  
como e l l a  era , de su e r te  que donde quiera  
que v o lv ía  la  cabeza , ha llaba  su imagen, 
y en mis entrañas, la más verdadera.
I t  i s  d i f f i c u l t  to a c ce p t  the cla im s o f  love  made by the Moor 
in  Góngora 's poem. His a t t i t u d e  towards the g i r l  does not 
harmonize with h is  d e c la r a t io n  o f  love  f o r  her . He f i r s t  
d e s c r ib e s  her a s :
e x tre m o  d e  l a s  h e rm o sa s ,
cu a n d o  n o  d e  la s  c r u e l e s ,  1 1 .5 3 - 5 4 .
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Juntos a s í  nos cr iam os , 
y Amor en n u es tra s  n iñeces  
h i r i ó  nuestros  corazon es  
con arpones d i f e r e n t e s .  11 .61 -64 .
I t  easy to f in d  l i n g u i s t i c  p a r a l l e l s  h ere . Góngora uses the 
word j untos to  emphasize the p ro x im ity  o f  the cou p le ,  echoing 
that o f  El A b encerra je , y e t  the Moor and the Melionesa are  not 
as c l o s e  as Abindarráez and J a r i f a ,  and consequently  the  e f f e c t s  
o f  being brought up s id e  by s id e  i s  d i f f e r e n t .  Abindarráez and 
J a r i f a ,  ra ised  as b ro th er  and s i s t e r  ( ' j u n t o s  nos c r i a r o n ' ) ,  
develop  a natural love  f o r  one a n o th er ,  an easy mutual a f f e c t i o n  
which matures ( 'q u e  fue siempre c r e c ie n d o  con nuestras e d a d e s ' ) .  
C onversely , the Moor and g i r l  o f  G óngora 's poem were the  boy 
and g i r l  next door ( ' ju n tos  a s í  nos  c r ia m o s ' ) who developed 
nothing more than the f a i r l y  usu a l lo v e -h a te  r e la t io n s h ip  
between boys and g i r l s  o f  the same age . Their  love  i s  not un­
usual and does not grow in  the way o f  that o f  the o th e r  cou p le .
Abindarráez and J a r i f a ' s l o v e  can be accepted  without 
qu est ion  because o f  the deep r e s p e c t  and awe o f  J a r i f a ' s beauty
shown by Abindarráez. There i s  a touching frankness in  h is
38d e s c r ip t io n s  o f  her e f f e c t  on him:
Parescióme en aquel punto más hermosa que 
Venus cuando s a l i ó  a l  j u i c i o  d e l  manzana.
. . . V i l a  en las  aguas de la  fuente a l  propio  
como e l l a  era , de s u e r te  que donde quiera 
que v o lv ía  la cabeza, h a l lab a  su imagen, 
y en mis entrañas, la más verdadera.
I t  i s  d i f f i c u l t  to a ccep t  the c la im s  o f  love  made by the Moor 
in  Góngora 's poem. His a t t i t u d e  towards the g i r l  does not 
harmonize with h is  d e c la ra t io n  o f  love  f o r  h er .  He f i r s t  
d e s c r ib e s  her a s :
ex tre m o  de l a s  h e rm o s a s ,
cu a n d o  no d e  l a s  c r u e l e s ,  1 1 .5 3 - 5 4 .
Her beauty i s  unsurpassed excep t  by her c r u e l t y ;  'cuando no' 
suggests  that  she i s  most o f t e n  too c r u e l  to l e t  her beauty 
ra d ia te  through. This i s  o f t e n  the case  when a lo v e r  f e e l s  
h is  m i s t r e s s ' s  d isd a in ,  but how o f t e n  i s  the m is tress  r e f e r ­
red to  a s :
h i j a  a l  f i n  de estas  arenas, 
engendradoras de s ie rp es .  11.55-56?
'H i j a  de es ta s  arenas' im p lie s  that t h is  land i s  her true home, 
y e t  the land i t s e l f ,  these  very  sands, are  ' engendradoras de 
s i e r p e s ' . I f  th is  i s  so ,  as she i s  t h e i r  daughter, i t  would 
seem that the Moor i s  su ggestin g  that she i s  a ' s ie rp e '  . The 
ideas a s s o c ia te d  with serpents  are  many; we cannot he lp  but 
connwE serpents  w ith  tem ptation  and e v i l  and a l l  i t s  f i g u r a t iv e  
v a lu es .  Alemany y S e l fa  l i s t s  a f i g u r a t iv e  usage o f  ' s i e r p e ' (p.89h-) 
to denote a 'm u jer  desdeñosa y c r u e l '  . The D ic c io n a r io  de 
Autoridades a ls o  g iv e s  two usages; f i r s t l y  -  ' s e  to m a . . .p o r  la 
persona que està  mui c o l é r i c a '  , and more i n t e r e s t in g ly  ( i n  the 
l i g h t  o f  the M oor 's  cla im  f o r  the g i r l ' s  beauty here) ' por 
a lu s ió n  se toma por la  muger mui fea '  ( voi IIL , p. 1 0 9 ) .
I f  the Moor shows so l i t t l e  re sp e c t  f o r  the g i r l ,  how, 
then, i s  the fo l lo w in g  quatra in  to be in t e r p r e t e d ? :
Cada vez que la miraba 
s a l í a  un s o l  por su f r e n t e ,  
de tan tos  rayos ceñido
cuantos c a b e l l o s  c o n t ie n e .  11 .57 -60 .
The M oor 's  a t t i t u d e  towards the g i r l  i s  t o t a l l y  in c o n s i s ­
ten t .  One moment he complains about her , the next he admires, 
f r e e l y  combining c o u r t ly  and Petrarchan compliment with base­
ness and e v i l .  This ambivalent a t t i t u d e  i s  n o t  c o n s is t e n t  
with the s t e r e o t y p i c  sentim ental Moor who i s  always g a l la n t .
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The a c t io n s  o f  the s te re o ty p e  a re ,  t h e r e fo r e ,  s o l i d l y  p r e d i c ­
t a b le .  Gongora in ten d s  that t h is  Moor should not be regarded 
in  the same l i g h t .  His behaviour cannot be p red ic ted  and be 
tru s ted ,  f o r  in  s p i t e  o f  h is  show o f  c o u r te s y ,  he rude ly  in ­
s u l t s  the esparto 1 and i s  b i t t e r  about the way in  which he has 
been scorned by a woman. He has spent h a l f  h i s  l i f e  t ry in g  to 
capture her in  the  ' du lces  la z o s ,  t i e m a s  redes '  o f  h is  d e s ir e  
f o r  her , w h i ls t  she has eluded h is  grasp and remained f r e e  
from any t i e s .  The idea o f  the p r is o n e r  o f  lo v e  here, o f  
cou rse , r e in f o r c e s  the theme o f  c a p t i v i t y .  The Moor i s  ph ys i­
c a l l y  bound by the esparto 1 , n o t  by h is  love  f o r  the g i r l ,  y e t  
the s p i r i t u a l  bonds o f  lo v e ,  i r o n i c a l l y  g iv e  him more pa in . 
In e x t r i c a b ly  l in k e d  to th is  are ideas  on ' l i b e r t a d '  , n o t  j u s t  
freedom to go where one p lea ses  and do as one wishes, but here
mentioned because f o r  the g i r l  ' l lb e r t a d e s '  and ' desdenes' are
39part o f  the war o f  lo v e .  The M oor 's  b i t t e r n e s s  towards her 
may in  part stem from her having g iven  her favours  to o t h e r s ,  
but not to him. Suddenly, with no apparent warning, the Moor 
t e l l s  us that she changed her mind (a  woman's p r e r o g a t iv e ) ,  
so f t e n in g  towards the M oor 's  advances. Yet he remains b i t t e r  
and wary towards h e r :
Apenas v id e  trocada 
la  dureza de esta  s ie r p e ,  
cuando tu me c a u s t iv a s t e :
Jmira s i  es b ien  que lamente. 11 .69 -72 .
He s t i l l  regards her  as a snake even though h is  luck with  her 
has changed. However, no exp lan ation  i s  g iven  as to why the 
g i r l  has changed her  mind. One i s  tempted to  ask whether she 
r e a l l y  has o r  whether the Moor i s  attem pting to get  the esparto 1 
to repeat  the a c t i o n s  o f  Rodrigo de Narvaez by suggesting  an
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analogy between h is  s i t u a t io n  and that o f  Abindarráez? This 
Moor i s  c e r t a i n l y  c r a f t y  enough to think up a ruse l ik e  t h is ,  
and the v ery  words he uses in  t h is  ' f i n a l '  quatrain  are  an 
in d i c a t i o n  that th is  i s  a d i r e c t  r e fe r e n c e  to El A b en cerra je . 
I t  i s  the change i t s e l f  which i s  ou t  o f  p la ce  -  n o t i c e  that
the g i r l  i s  ' t r o c a d a ' . El A bencerra je  con ta in s  the fo l lo w in g  
40passage :
M írela  vencido  de su hermosura, y parescióme 
a Sálmacis, y d i j e  en tre  mis 'íOh, quien 
fuera  Troco para p a re sce r  ante esta  hermosa 
d io sa ' . '
,  41López Estrada prov ides  an e x te n s iv e  note  to t h is ,  and the
im p l ic a t io n s  f o r  G óngora 's poem are  th a t ,  as the g i r l  i s
' trocada ' i t  i s  she, not the Moor, who now wishes f o r  them to
become un ited  as in  the ta l e  o f  Salmacis and Hermaphrodite.
The change i s  in e x p l i c a b le ,  but p rov id es  a p a r a l le l  with El
A bencerra je  where i t  i s  J a r i fa  who arranges f o r  them to be
married
Quiso mi ventura que e s ta  mañana mi señora 
me cumplió su palabra enviándome a llamar 
con una cr ia d a  suya, de quien se f ia b a ,  
porque su padre era p a rt id o  para Granada, 
llamado d e l  Rey, para v o lv e r  l u e g o . . . i b a  
a llamado de mi señora , a ver  a mi señora, 
a gozar de mi señora y a casarme conmi 
señora . Veome ahora h e r id o ,  c a p t iv o  y 
v e n c id o . . . .
In both  cases i t  i s  i r o n i c  that  the r e la t io n s h ip  i s  about 
to be consunmated when fa te  s tep s  in  and the Moors are taken 
p r is o n e r .  A b in d arraez 's  r e a c t i o n  i s :
A s í  que considera  tú ahora en e l  f i n  de mis 
palabras e l  b ien  que p e r d í  y e l  mal que t e n g o . . .
and that o f  Góngora' s Moor s im i l a r :
1 2 3
imira s i  es b ien  que lamented
This comment concludes  that part  o f  the romance which i s  known 
f o r  c e r t a i n  to have been w r i t te n  by Góngora, and which g iv e s  a 
ra ther d i f f e r e n t  v iew  o f  the r e la t io n s h ip  between th is  Moor, 
h is  lady and h is  c a p to r ,  to  that found in  El A b e n ce rra je .
Here the ' c on t in u er '  takes ov e r  the s t o r y .  The source  i s  
o b v io u s ly  El A bencerra je  and the sense o f  the new l i n e s ,  taken 
d i r e c t l y  from that work, undermines the ch aracters  s e t  up by 
the f i r s t  part o f  the  romance. The two parts o f  the romance 
are ,  t h e r e fo r e ,  in co m p a t ib le .  Lines 73-76 do l i t t l e  more than 
round o f f  the Moor' s s p e e c h , ^  w h i ls t  the f o l lo w in g  quatra in  
simply in tro d u ce s  the speech o f  the e sp a ñ o l . He i s  r e fe r r e d  to 
here by the n a r r a to r /c o n t in u e r  as 1 e l  cap itán ' . The n a rra to r  
o f  the f i r s t  part d id  not rev ea l  the sta tus  o f  the e sp a ñ o l , and 
I  s u s p e c t  that the M oor 's  use o f  t h is  form o f  address in  l in e  
33 was l i k e l y  to be a means o f  f l a t t e r y  ra ther  than a f a c t .
Line 80 ,  as i t  i s  reproduced here , does not make good sense, 
and H o c e s ' s v e rs io n  g iv es  a c l e a r e r  sense with the l in e s  ' que 
paren sus  males q u ie r e '  . At any ra te  the español speaks:
Gallardo Moro, l e  d i c e ,  
s i  adoras como r e f i e r e s ,  
y s i  como d ic e s  amas, 
dichosamente padeces.
This i s  u t t e r  nonsense as a comment on the ' love  a f f a i r '  des ­
cr ib ed  e a r l i e r  by the Moor. Rodrigo de Narvaez cou ld  w e l l  
c o n g r a tu la te  Abindarráez on h is  good fortune  in  lov in g  the 
b e a u t i f u l  J a r i fa ,  but th is  cap itán  cou ld  not s e r io u s l y  co n s id e r  
a man i n  love with an ugly  and d is d a in fu l  g i r l  a lucky person.
L ikew ise , the next quatra in , l i n e s  85 -88 , f o l lo w s  the 
s to ry  o f  El A bencerra je  more c l o s e l y  than the beginning o f  the
romance :
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¿Quién pudiera imaginar, 
v iendo tus go lp es  c r u e le s ,  
cu p iera  un alma tan t ie rna  
en pecho tan duro y fu er te ?
These l in e s  are alm ost a r e p e t i t i o n  o f  l in e s  23 and 24 , and in 
f a c t  i t  has been seen th at  in  r e a l i t y  the Moor i_s r u th le s s  and 
h ard -hearted , and n o t  in  the l e a s t  b i t  tender towards the g i r l .  
The d e c i s i o n  o f  the español to r e le a s e  h is  ca p t ive  because  he 
i s  a true lo v e r  i s  th e r e fo r e  absurd. The on ly  exp lan ation  
that I  can p o s s ib ly  see f o r  i t ,  i f  Góngora had w r i t te n  the 
l i n e s ,  i s  that he i s  p resenting  us with a p ic tu r e  o f  a ' gene­
rous' C h r is t ia n .  The español would, l ik e  the Moor, know the 
t a l e  o f  AbindarrSez and J a r i fa  and would a ls o  know th a t  he can 
in c re a s e  h is  fame by re le a s in g  the Moor:
ganas más con librarme
que ganaste con prenderme. 1 1 .1 0 7 -0 8 .
In o rd e r  to e c l i p s e  even Rodrigo, he intends to r e le a s e  the 
Moor without imposing co n d it io n s  on him. He must o f  cou rse  
return  to see him, but not  to be recaptured :
Anda con Dios, su fre  y ama,
y v i v i r á s ,  s i  lo  h i c i e r e s ,
con t a l  que cuando la veas
hayas de v o lv e r  a verme. 11 .97 -100 .
Apart from th is  odd requ est ,  the español requ ires  no o th e r  re ­
payment from the Moor o r  h is  la d y :^ J
Y no qu iero  por re s ca te
que tu dama me presente
n i las  alfombras más f in a s
n i la s  granas más a le g r e s .  11 .9 3 -9 6 .
The esp a ñ o l . dismounts from the horse and the Moor f o l l o w s
romance :
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¿Quién pudiera imaginar, 
v iendo tus g o lp e s  c r u e le s ,  
cu p iera  un alma tan t ie rn a  
en pecho tan duro y f u e r t e !
These l i n e s  are alm ost a r e p e t i t i o n  o f  l in e s  23 and 24, and in 
f a c t  i t  has been seen that in  r e a l i t y  the Moor i_s ru th le ss  and 
h ard -hearted , and n o t  in  the l e a s t  b i t  tender towards the g i r l .  
The d e c i s i o n  o f  the e s paño1 to  r e le a s e  h is  c a p t iv e  because he 
i s  a true  lo v e r  i s  t h e r e fo r e  absurd. The on ly  exp lan ation  
that I can  p o s s ib ly  see f o r  i t ,  i f  Góngora had w r i t te n  the 
l in e s ,  i s  that he i s  p resen tin g  us w ith  a p ic t u r e  o f  a ' gene­
rous* C h r is t ia n .  The español would, l i k e  the Moor, know the 
ta le  o f  Abindarráez and J a r i f a  and would a ls o  know that he can 
in crea se  h is  fame by r e le a s in g  the Moor:
ganas más con librarme
que ganaste con prenderme. 11 .107 -08 .
In o rd er  to  e c l i p s e  even R odrigo , he in tends to r e le a s e  the
Moor w ith ou t imposing co n d it io n s  on him. He must o f  cou rse
44return to  see him, but not to  be recaptured :
/inda con D ios , su fre  y ama,
y v i v i r á s ,  s i  lo  h i c i e r e s ,
con ta l  que cuando la  veas
hayas de v o lv e r  a verme. 11 .97 -100 .
Apart from th is  odd request ,  the españo1 req u ires  no o th e r  re ­
payment from the Moor o r  h is  lady:^*J
Y no qu iero  por re s ca te
que tu dama me presente
n i las alfom bras más f in a s
n i  las  granas más a le g r e s .  11 .93 -96 .
The espano 1. dismounts from the horse and the Moor f o l l o w s ,
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throwing h im s e l f  a t  the f e e t  o f  the espanol to thank him f o r  
h is  r e le a s e :
Alah se quede co n t ig o ,
y te  d£ v i c t o r i a  siempre
para que extiendas tu fama
con hechos tan e x c e le n t e s .  11 .109-112 .
Once again i t  i s  d i f f i c u l t  to a ccep t  th is  f i n a l  quatra in  as a 
genuine a c t  o f  g ra t i tu d e  on the terms o f  th e  e a r l i e r  part o f  
the romance, unless  i t  i s  once again viewed i r o n i c a l l y .  I t  i s  
obv ious  that the scheming Moor, having eng ineered  h is  own r e ­
le a se ,  w i l l  now wish that the same thing w i l l  happen to o th ers  
o f  h is  r a c e .  The 'h ech os  tan e x ce le n te s '  were r e a l l y  a f o o l i s h  
move; no ransom has been gained and no o t h e r  s a t i s f a c t i o n .  The 
Moor can go on h is  way g lo a t in g  a t  h is  own c le v e rn e ss  and the 
n a ive ty  o f  the C hr is t ian  who, u n fo r tu n a te ly ,  has not  even be­
come famous through th is  a c t i o n .  How c o u ld  he when he has n ot  
y e t  id e n t i f i e d  h im se lf?
The ending o f  the poem can be observed  in  two ways. I f  
the words are  taken at th e ir  fa ce  va lue , th e  con t in u er  has in ­
deed completed the ta l e  ' de forma que se correspon de  con e l  
e p is o d io  i n i c i a l  d e l  A bencerraje ' , ^  even though t h is  renders 
i t  in com patib le  with the stance o f  the n a r r a to r  in  the e a r l i e r  
part o f  the romance. In which case i t  i s ,  as Sloman says, an 
a d d it io n  n o t  o f  Gdngora's hand. I f  on the o th er  hand the end­
ing i s  viewed i r o n i c a l l y ,  the con tinuer  can be sa id  to have made 
a f a i r l y  s u c c e s s fu l  jo b  o f  i t  aga in . One i s  l e f t  with the 
f e e l in g  that the espanol has been proved a f o o l ,  probably  as 
Gdngora would have wished, but the c h a r a c te r  p or tra y a ls  are 
somewhat dim inished and the poem lo s e s  some o f  i t s  f o r c e  by 
being too com plete . The malign s id e  o f  the  Moor seems to fade
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in to  the background, although the s t u p id i t y  and in c r e d u l i t y  o f  
the C h r is t ia n  remains. N everthe less ,  the a c tu a l  c o n s tru c t io n  
o f  the ending i s  n o t  as l i n g u i s t i c a l l y  and th em a t ica l ly  t i g h t  
as the beginning o f  the romance. Far too  many o f  the l in e s  
appear to j u s t  f i l l  in  the gaps without even a h in t  o f  author­
i a l  comment. This does not behave l ik e  the work o f  Góngora, 
and because o f  the a l t e r a t i o n  in  p e r s p e c t iv e ,  I  s t i l l  sense 
that Sloman i s  c o r r e c t  in  d ism iss in g  t h is  as the ending. I f ,  
however, the romance ends a t  l i n e  72, i t  s t i l l  appears to be 
in com ple te .  The o n ly  statement Góngora appears to make i s  
that  the sentim ental view o f  the Moor i s  f o r  him f i c t i t i o u s  
and ou tdated . Although the poem cou ld  n o t  be descr ibed  as 
a n t i -M oor ish ,  the le s s  d e s ir a b le  s id e  o f  the M oor 's  ch a ra cte r  
i s  the most apparent. He d e l i b e r a t e l y  l in k s  h is  f i c t i o n a l  
ch a ra c te r  to  the h i s t o r i c a l  f a c t s  o f  a r e l i g i o u s  and p o l i t i c a l  
s t r u g g le .  I f  Góngora d id  in tend  to c l o s e  the romance with the 
c a p t i v e ' s  r e le a s e ,  he was perhaps suggesting  that ,  by e x p e l-  
l in g  the Moors, Spain had a llow ed  many o f  i t s  resources  to 
d i s s o l v e  f o r  the sake o f  dubious honour and re p u ta t io n .  As the 
romance stands i t  i s  a r e f l e c t i o n  on the romantic view o f  
Moorish and C h r is t ia n  r e la t i o n s h ip s ,  which reverses  a l l  the
t r a d i t io n s  and trends , and u psets  the sentim ental a p p le -c a r t
47o f  o th er  w r i t e r s  o f  romances m or iscos  n o v e le s c o s .
*  *  *  *  *
From the romance d iscu ssed  above i t  can be seen that 
Góngora not on ly  experimented in  con vent ion a l m orisco  s t y l e  
but was a ls o  in c l in e d  to q u e s t io n  i t s  pattern s  and a t t i t u d e s .  
Even e a r ly  in  h is  p o e t i c  c a r e e r  he was not  s a t i s f i e d  with 
simple im ita t io n  o f  the models o f  h is  p red ecessors  and contem­
p o r a r ie s .  B a ll  d is c u s s e s  th is  in  h is  a r t i c l e  ' I m it a c ió n  y
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✓  48parodia en la poesía  de Góngora' , ex p la in in g  that,  a t  a time 
when p o e t i c  r i v a l r i e s  were in c re a s in g ,  the r e p e t i t i o n  o f  a 
model was i n s u f f i c i e n t .  The model must in s tea d  be surpassed 
o r  rep la ced ,  and in  doing t h is  Góngora r a d i c a l l y  changed the 
concept  o f  im ita t io n .  He may be c o n s id e re d ,  says B a l l ,  to be 
the precu rsor  o f  " o r i g i n a l i t y " .  For Góngora im ita t io n  was 
always a sso c ia te d  with parody , and some o f  h is  e a r ly  attempts 
a t  im ita t io n  are extrem ely  p e r s p ic a c io u s  c r i t i c i s m s  o f  o th er  
p o e ts .  For example, the romance number 18, ' Ensíllenme e l  
asno r u c io '  (1585 ) ,  o f  which 3 a l l  makes a thorough study in
h is  d o c t o r a l  t h e s is ,  G ongora 's  parod ies  o f  l i t e r a r y  con v en t ion .
49He c a l l s  i t  a " p r im it iv e "  type o f  parody:
The p a r o d is t i c  t e x t  a s s e r ts  the n e g a t iv i t y  
o f  i t s  own o r i g i n s  more op en ly  than any 
oth er  t e x t ,  s i n c e  i t  can o n ly  be read as 
the outcome o f  a po lem ica l d ia lo g u e  with 
another te x t  ( o r  tex tu a l  c o n f ig u r a t i o n )  
which i t  both embeds and d i s f i g u r e s .
The romance i s  a l i n e  f o r  l i n e  tra v e s ty  o f  Lope de Vega 's  
' Ensíllenme e l  potro  r u c i o '  in  which Lope adopts the ' d is f r a z  
m or isco '  in  order  to r e l a t e  an event in  h is  love  a f f a i r  with 
Elena O s o r i o . ^  Góngora, aware o f  the f a l l i b i l i t y  o f  the d i s ­
gu ise  which he never adopts  f o r  h im s e l f ,  mocks L op e 's  n a iv e ty .  
His c l e a r  in te n t io n  i s  to  r i d i c u l e  L op e 's  s e n t im e n ta lity  and 
he does th is  by the h ig h ly  s k i l f u l  p arod ie  use o f  a l l  the con­
ven tion s  o f  m orisco  p o e t r y .  The e n t i r e  method and the id e a ls  
o f  L op e 's  poem are b l a t a n t l y  undermined by th is  parody. Yet 
Góngora i s  not content to  s top  th ere .  Hi l i é  y Giménez n o t ic e s  
that number 21, 'T r i s t e  p i s a  y a f l i g i d o ' ,  i s  a parody o f  L ope 's  
' Desde un a l t o  mirador' , although r e ce n t  c r i t i c i s m  suggests 
that Mi l i é  y Giménez perhaps attempted to fo rg e  too  many links
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52between the works o f  the two p o e ts  on i n s u f f i c i e n t  ev idence .
Once aga in , B all  has s tu d ied  th is  romance thoroughly in
h is  t h e s i s .  The poem mocks the sentim ental Moorish lo v e r .
53I t  i s  a "sy s te m ic  parody",  aimed a t  the genre in  genera l, 
w h i ls t  G6ngora sim ultaneously  mocks h is  own attempts at r e ­
c r e a t i o n  o f  the romance m o r i s c o . 'A qu el rayo de la guerra' 
revea led  a tendency to  exaggerate  which was unconvincing as 
a measure o f  the p o e t ' s  s i n c e r i t y .  Here the parody i s  used 
to ' v i l i f y  the genre as such on ce  and f o r  a l l  and "a tone"  as 
w e l l  f o r  h i s  c o n t r ib u t io n  to i t s  widespread p op u la r ity '  •
This i s  a very  s e l f - c o n s c i o u s  work, again  making use o f  a l l  
the con v en t ion a l  d e v ic e s ,  a lthough  the method o f  parody is  
t o t a l l y  d i f f e r e n t  to that  o f  number 18. G6ngora c re a te s  a 
Moorish romance and d e co n s tru c ts  i t  s im ultaneously . The 
f i r s t  q u atra in  fe ig n s  s o b r ie t y  in  i t s  in te n t io n s  as the mise 
en scene o f  the whole poem:
T r i s t e  p isa  y a f l i g i d o  
la s  arenas de Pisuerga 
e l  ausente de su dama, 
e l  desdichado Zulema^ 1 1 .1 -4 .
The second quatrain  im mediately d es troy s  the expected image 
o f  Zulema, by in trod u c in g  c l i c h e s  a long with ph ys ica l  d e s c r ip ­
t io n  :
Moro a l c a i d e ,  y no v e l l i d o ,  
amador con ajaqueca, 
a rro c in a d o  de cara 
y ca r ig o rd o  de p ie rn a s .  1 1 .5 -3 .
The romance continues  a long these  l i n e s ;  a ' s e r io u s '  quatrain 
i s  parodied  by the one that f o l l o w s  i t ,  forming a kind o f  con­
v e n t io n a l  romance m or isco  with i t s  own i n b u i l t  burlesque g l o s s .
However, the ser iou s  o r  model h a l f  o f  the romance could  not
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e x i s t  w ith ou t the burlesque h a l f .  I t  would be im p oss ib le  f o r  
i t  to stand a lo n e ,  and in  f a c t  by the end o f  the romance, even 
the se r io u s  model has regressed  to s e l f -p a r o d y .  I t  can no 
longer be taken s e r io u s ly  as a model because the p arod ic  h a l f  
has t o t a l l y  undermined i t s  c r e d i b i l i t y .  The denunciat ion  o f  
the genre i s  com plete  when the poem in e v i t a b ly  d e te r io r a te s  
in to  s c a t o l o g i c a l  j o k e s .
By 1585, then, G6ngora had a lready  destroyed  the c r e d i ­
b i l i t y  o f  the romance m o r is c o . I t  might be p ert inen t  to  ask, 
th e r e fo r e ,  why he should have continued  to compose romances 
w ith in  that subgenre . In the fo l l o w in g  yea r  ' I l u s t r e  ciudad 
famosa' was produced betray ing  a d i f f e r e n t  motive f o r  use o f  
the m orisco  t r a d i t i o n ,  and fo u r  years l a t e r ,  in  1590, ' Famosos 
son en la s  a n n a s ' , another o f  Gongora 's  le s s  s i g n i f i c a n t  com­
p o s i t i o n s ,  was w r i t t e n .  Yet th ere  are fo u r  more romances - 
' Levantando b lanca  espuma', ' Segun vuelan por e l  agua' , ' En 
la fuerza  de A lm eria ' and ' Por la s  fa ld a s  d e l  A tlante ' -  
which employ M oorish  themes in  even la t e r  y ea rs .  None o f  these 
can be c la s s e d  as con vent ion a l romances m or iscos  as two are 
h igh ly  e r u d i t e  and the o th er  two occupy an even sm aller  sub­
ca tegory , the romances de c a u t iv o s .
-’c i t  i t  *  iV
Much co n fu s io n  e x i s t s  ov e r  the d e f i n i t i o n  o f  romances de 
c a u t iv o s , e s p e c i a l l y  when con s id e r in g  them as a group separated 
from the o t h e r  romances o f  A fr ic a n  theme o r  su b je c t  m atter .
Many s ch o la rs  o f  Gongora never use the d i f i n i t i o n ;  to Robert 
Jammes, D&maso Alonso and Maria Soledad Carrasco de U rg o i t i  
a l l  the romances I am about to d is cu ss  are  c l a s s i f i a b l e  sim ply 
as m oriscos  o r  A fr ica n  romances. Carmen Vega Carney agrees
with Jammes on  the p o in t  that they are a l l  ' a f r i c a in e '  but
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a ls o  with ilenendez P ida l who f e e l s  that there are two d i s t i n c t  
types w ith in  Gdngora's A fr ica n  romances. They can be su b d iv ­
ided  in to  m o r is c o s , d isp la y in g  a l l  the c h a r a c t e r i s t i c s  I have 
p r e v io u s ly  mentioned, o r  in to  romances de cau tivos  where the  
p ro ta g o n is t  i s  u su a lly  a C h r is t ia n  Spaniard (n o t  a Moor) who 
has been taken pr isoner*
Luis R osales  d e s c r ib e s  the Moor o f  the romances m or iscos  
in  genera l as a l i t e r a r y  p re te x t  ra ther  than a rail enemy. How­
e v e r ,  in  t h is  subcategory  he does appear in  the r o le  o f  the 
enemy f o r  the sake o f  th is  l i t e r a r y  game. He d iv ides  the 
romances in  t h is  subcategory  in to  two types ; the romances o f  
p e rse cu t io n  l ik e  ' Levantando blanca espuma' , in  which the theme 
o f  love  s o f t e n s  the e p ic  tone o f  the poem; and romances o f  
c a p t i v i t y  l i k e  ' Amarrado a l  duro banco' o f  which:~l~>
a lg u n a s . . . son una de las  mas profundas y 
acabadas r e a l i z a c io n e s  p o é t ica s  de nuestro 
romancero. La m elanco l ía  de l d e s t ie r r o  
y la e le g ia c a  añoranza de la p a tr ia  per­
dida no d e b i l i t a n  y envaguecen .. . .
Rosales d e s c r ib e s  the m atter o f  the subcategory as f o l l o w s : 56
Las in cu rs io n e s  y a lgaras  de lo s  turcos , 
b e r b e r is c o s  o lev a n tes ,  en la cos ta  
española  para depredar y galim ar; la 
p ersecu c ión  y apresamiento de las  g a l ­
e ra s ,  a veces  ju n to  a l  puerto , por las 
g a le ra s  tu rca s ,  b ien  empalmadas y mar­
in e r a s ,  con stru id a s  generalmente por 
l o s  renegados en l o s  tarazanales de 
S arge l ,  y , sobre todo la  angustia  mortal 
de lo s  m i l la r e s  de ca u t iv o s  con que sus­
t i t u ía n  cóm itres  y a rráeces  e l  f l o j o  
e s fu erza  de bagarines y a sa la r ia d o s ,  
fueron  lo s  tanas p r in c ip a le s  y r e ite ra d o s  
de lo s  nuevos romances: lo s  romances 
f r o n t e r i z o s  d e l  mar.
For Ramón iienóndez P id a l ,  as f o r  Rosales , the romance de c a u t iv o s  
o r  forzados  opposes the romance f r o n t e r i z o ,  ' siendo a n t í t e s i s
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de lo s  romances m o r is c o s ,  desechan la  b r i l l a n t e z  y c o l o r i d o  
de é s to s  para tomar e l  tono r e a l i s t a  y s o b r io  que le s  
convenía ' .
The two main m o t i f s  here are  the sea and l i b e r t y ,  and i t  
i s  indeed a sense o f  realism  th at  s e ts  them apart from the con­
v e n t io n a l  romance m o r i s c o . They are  not as c o l o u r fu l  nor  as 
ornamental as the o t h e r  subcategory  (a lthough  they in c lu d e  some 
n ecessary  d e s c r ip t iv e  passages) and they tend towards more ly r ­
i c a l  forms o f  e x p r e s s io n .  In s p i t e  o f  t h i s ,  they have a g re a te r  
concern  f o r  h i s t o r i c a l  f a c t ,  o r  a t  le a s t  the semblance o f  i t .  
Their rea lism  and ly r ic is m  i s  a more su b t le  and s k i l f u l  denun­
c i a t i o n  o f  the con vent ion s  than any parody cou ld  be . However, 
a l l  t h is  may suggest th a t ,  because o f  t h e i r  s u b t le t y ,  they 
emerged l a t e r  in  G óngora 's work as an advanced method o f  under­
mining the romance m o r is c o . N everthe less ,  not a l l  o f  the rom­
ances de ca u t iv o s  a re  la t e  examples.
G óngora 's two e a r l i e s t  A fr ic a n  romances were ' Amarrado a l  
duro banco' and 'La  d esg ra c ia  d e l  f o r z a d o ' ,  both  w r it ten  in  
1583 and both o f  which con cen tra te  on the s to r y  o f  a C hr is t ian  
c a p t iv e ,  condemned to the Turkish g a l l e y s .  The theme o f  the 
ca p t iv e  was a lready  e s ta b l is h e d  as a l i t e r a r y  m o t i f  (a c co rd in g  
to George Camamis i t  was in  i t s  most s tereo typed  form between 
1545 and 1585) and Góngora was t h e r e fo r e  w r it in g  w e l l  w ith in  a 
t r a d i t i o n .  The theme i t s e l f  was s t ro n g ly  in f lu en ced  by the 
Byzantine n o v e l ,  a form ' con poquísimas con ces ion es  a las  ver ­
daderas ex p e r ie n c ia s  de c a u t iv e r i o  que lo s  españoles iban s u f ­
r iendo con ritmo a ce le ra d o  a medida que avanzaba e l  s i g l o  X V I '. 
The b e s t  e a r ly  examples o f  th is  form can be found in  Lope de 
Rueda's Comedia Armelina (1545) where a g i r l  i s  taken, s o ld  as 
a s lave  and found years  la t e r  by her  parents, and the anonymous
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Comedia llamada de l o s  cau t ivos  (m id -s ix teen th  century ) where
two runaway lo v e rs  are  taken c a p t iv e .  N everthe less  the ending
i s  a happy one. Later th is  s t o r y - l i n e  i s  f r e q u e n t ly  used by
the ' c u l t o '  w r i t e r s  o f  the s ix teen th  and seventeenth  cen tu r ie s
(Lope de Vega, Cervantes and Calder6n to g iv e  bu t  three examples)
59but s t i l l  the Byzantine form, with i t s  happy ending, p e r s is t e d .
In  the s ix te e n th  century th is  must have been an excep t ion ­
a l l y  romantic view o f  the whole concept o f  ' e l  c a u t iv e r i o '  f o r ,  
a lthough remote from us, the chances o f  being kidnapped by 
Berber p ir a t e s  and s o ld  as a s la v e  were grea t  i f  one l iv e d  on 
the South co a s t  o f  Spain. The threat  was so g r e a t  that beacon 
towers were b u i l t  a long  the co a s t  from G ib ra lta r  to the border 
o f  Granada p rov in ce  a t  the end o f  the s ix teen th  century , to 
warn o f  the approach o f  p ira te  v e s s e l s .  The in c id e n ce  o f  k id ­
napping and s la v e - t r a d in g  was much higher thin one might at 
f i r s t  im agine:*^
Bemadine de San A n t o n io . . .a  contemporary 
o f  G ongora 's ,  has g iven  us a summary a c ­
count o f  the number o f  {rescu^ ex p e d it io n s  
undertaken by the brotherhood up to the 
year 1625, and the aggregate o f  re le a s e d  
c a p t iv e s ,  as fa r  as they could be a s c e r ­
ta in e d .  The genera l redemptions, as he 
c a l l s  them, had been 1 ,341 ; the number o f  
persons accounted f o r ,  o f  d i f f e r e n t  q u a l ­
i t i e s ,  age , and sex, was near to 200 , 0 0 0 . 
But o f  very  many o f  these e x p ed it ion s  no 
p a r t i c u la r s  were preserved ; and many ran­
soms were probably e f f e c t e d  in o th e r  ways, 
and by more p r iva te  t r e a t i e s .  Add to  
th is  the number o f  those who died  unran­
somed, and those who were ca rr ied  o f f . . .  
to  h op e less  s lavery  a t  C onstantinople , o r  
o th e r  p la ce s  in  the Turkish dominions.
And reckon a ls o  those whom we know to  have 
been rescued  in  w a r . . . . I t  i s  im p oss ib le  to 
c a l c u l a t e  the myriads o f  v ic t im s ,  during 
so long a p er iod  o f  years in  th is  barbarian  
w arfare .
Churton records  how in  G6n g o ra 's  l i f e t im e  the p r a c t i c e  was at
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i t s  h e ig h t ,  so i t  i s  no small wonder that t h is  was a popular 
l i t e r a r y  theme.
Góngora 's two romances d i f f e r  sharply  from the many 
Byzantine n ove las  and comedias o f  the time because they leave 
no hope o f  a happy ending. ' Lo que tenemos aqu í ' -  says 
Camamis -  ' es la  t r i s t e  r e a l id a d  de una l i t e r a t u r a  que ponía 
lo s  o j o s  en la s  c o s ta s  b e r b e r is c a s  o en e l  temor a lo s  piratas* 
They appear to be part o f  a growing number o f  romances nuevos
which were beginning to appear t r e a t in g  the s u b je c t  on a more
62r e a l i s t i c  b a s is  and in  alm ost a l l  o f  which: ' lo que predomina
como una idea f i j a ,  es e l  ansia  de la l i b e r t a d  que, según
Cervantes, "e s  uno de lo s  más p r e c io s o s  dones que a lo s  hombres 
6 3d ieron  lo s  c i e l o s " ' . I t  i s  the realism  o f  these two romances 
which most impresses Robert Jammes t o o :  'L e  mot "réa l ism e"  
s e r a i t  beaucoup plus indique pour p a r le r  des deux romances du 
f o r ç a t  de D r a g u t . . . l a  dure r é a l i t é  de la gu erre  permanente qui 
a p p osa it  sur mer Espagnols e t  Barbaresques' , ^  ( t h e i r  p o p u la r ity  
seems to  have i n i t i a t e d  a c y c l e  o f  romances nuevos on the same 
l i n e s )  and which f o r c e s  Vega Carney to se t  them apart from the 
romances m or iscos  in  g e n e ra l .
The argument i s  the same in  both o f  the romances : a 
C hr is t ian  g a l l e y - s l a v e  laments that he cannot be in  h is  homeland 
with h is  w i fe .  VJhen C h r is t ia n  ships are  s ig h ted  on the h or izon  
he i s  fo r ce d  to  row in  o rd e r  to escape them, w h i ls t  he knows 
that they wish to f r e e  him from h is  m isery . Góngora g iv e s  the 
s to ry  a s l i g h t l y  d i f f e r e n t  treatment in  each romance. 'Amarrado 
a l  duro banco' beg ins  in media r e s , and t h i s ,  along with i t s  
te rse  and rapid s t y l e ,  and the truncated ending, g ives  the 
romance a t r a d i t i o n a l  f e e l .  The use o f  a p a ired  formula enhances
th is  :
ambas manos en e l  remo 
y ambas o jo s  en la t i e r r a ,
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11 .3 -4 .
The fo rza d o  i s  a s la v e  belonging to th e  Turkish p ira te  Dragut, 
an h i s t o r i c a l  f i g u r e  who l iv e d  ju s t  o v e r  tw enty-three years  be­
f o r e  the poem was w r it ten .  Although Dragut i s  not  named in  the 
second romance, most c r i t i c s  have assumed that the c a p t iv e  there 
i s  n e v e r th e le ss  the same o n e . ^  Two in tro d u c to ry  quatra ins ex­
p e r t l y  o u t l in e  the forzado ' s  s i t u a t i o n  b e fo re  he i s  made to 
speak. The sea appears to have assumed an alm ost r e l i g i o u s  
s i g n i f i c a n c e  f o r  him as he s t i l l  regard s  i t  as the Spanish sea. 
A lthough calm, i t  has been the scene o f  hundreds o f  naval 
b a t t l e s .  Gfingora uses some obvious word-play here in  a c le v e r  
l i t t l e  c o n c e i t :  the ' theatre ' o f  war i s  the p la ce  where 
' t r a g e d ie s '  are a cted  ou t :
tea tro  donde se han hecho
c ie n  m il navales t r a g e d ia s l ,  1 1 . 1 1 - 1 2 .
This w a r l ik e  sea i s  a ls o  that which amorously laps the shores 
and w a l ls  o f  h is  sp lend id  homeland. The Spaniard 's  p r id e  in  
h is  c o u n t r y 's  c i t i e s  ' coronadas y so b e rb ia s '  i s  apparent, yet 
I  th ink  that there i s  a ls o  a sense o f  the Moorishness o f  that 
Southern reg ion  o f  Spain. The high t id e s  o f  the sea k i s s  the 
ramparts ' con tus c r e c ie n te s  b e s a s ' , but th is  sea, from the 
o th e r  s id e ,  i s  a ls o  Moorish. Lunas c r e c ie n t e s  are the symbol 
o f  Islam and I think th is  serves to  remind us that the Moslems 
too have an a f f e c t i o n  f o r  those 'm u ra l la s '  o f  the Spanish 
c i t i e s ,  many o f  which they themselves b u i l t .
The ca p t ive  exhorts  the sea to  bring  him news o f  h is  w i fe .  
This i s  an important d e t a i l ;  most laments in  poetry  are f o r  the 
l o v e r ' s  absence from h is  be loved , o r  h is  m is t r e s s ,  but the
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mention o f  the ' esposa ' adds a p a r t i c u la r  r e la t io n s h ip  r a r e ly  
found in  l y r i c  p o e try .  Gángora h im se l f  uses the husband /w ife  
r e la t io n s h ip  in  ' La más b e l la  ñ i f l a ' , there  again to e n l i s t  a 
p a r t i c u la r  sense o f  poignancy. The n ext  few l in e s  are  somewhat 
p u z z l in g :
» y dime s i  han s id o  c i e r t a s
la s  lágrimas y su sp iros
que me d ice  por sus l e t r a s j  1 1 .1 7 -2 0 .
Even i f  he may have cause to doubt the s i n c e r i t y  o f  her  l e t t e r s ,  
I  can f in d  no r e fe r e n c e  a t  a l l  to  the way in  which communication 
was maintained between ca p t iv e s  and t h e i r  f a m i l i e s .  No h is t o r y  
book which I  have con su lted  mentions whether s laves  were permit- 
i ted to  c o n ta c t  t h e i r  r e la t iv e s  o r  v i c e - v e r s a ,  and the q u e s t io n
s t i l l  remains, even i f  they were, how does one g e t  a l e t t e r  to 
a sea -born e  Turkish g a l le y ?  However, f o r  the purposes o f  th is  
poem, we have to a c ce p t  that w r i t te n  communication was p o s s ib l e ,  
and that  the c a p t iv e  has not heard from h is  w i fe  f o r  some time. 
His doubts that  she may no longer  be weeping f o r  him are  ad­
dressed  to the sea :
porque s i  es verdad que l l o r a
mi c a u t iv e r i o  en tu arena,
b ien  puedes a l  mar d e l  Sur
vencer  en lu c ie n t e s  p e r la s .  1 1 .2 1 -2 4 .
P earls  were o f t e n  used as a metaphor f o r  tears  by G&ngora and 
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o th e r  learned p o e ts .  Here the metaphor i s  h igh ly  a p p ro p r ia te  
because o f  the maritime c o n te x t .  P ea r ls ,  formed around gra ins  
o f  sand in  n a ture , are formed in  th is  sea by her tea rs  ( p e r l a s )  
dropping onto sand. Her te a rs ,  then, perhaps even more p rec iou s  
than p ear ls  to her husband, are  so abundant that they en r ich  
the Spanish sea u n t i l  i t  i s  g r e a te r  than the P a c i f i c  Ocean.
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Two ideas  run p a r a l l e l ;  the p ea r ls  make the Spanish sea g re a te r  
in  r ich n ess ,  w h i ls t  the  tears sw ell  the sea to a g re a te r  volune 
o f  water.
The ca p t ive  i s  im patient  f o r  an answer to h is  plea f o r  
news o f  h is  w i fe :
Dame ya, sagrado mar,
a m is demandas respuesta ,
que b ie n  puedes, s i  es verdad
que la s  aguas tienen  lengua, 11 .23 -28 .
The c a p t iv e  i s  t o m  h ere  between c e r t a i n t i e s  and u n c e r ta in t ie s .
' Si es verdad' appears twice ( l i n e s  21 and 2 7 ) .  The f i r s t  time 
the doubt i s  that h is  w i fe  may not s t i l l  be weeping. The doubt 
i s  d is p e l le d  by a c e r t a i n t y ;  i f  she i s  weeping then the sea w i l l  
be w e l l  and tru ly  r i c h e r  than the P a c i f i c ;  ' b ien  puedes a l  mar 
del Sur veneer' . In  the second usage, the sea can e a s i l y  g ive  
him a re p ly  he says : 'Dame y a . . . r e s p u e s t a . . .que b ien  p u e d e s . . . '  
but on ly  i f  i t  i s  t ru e  ( s i  es verdad) that water has a tongue. 
This however i s  a myth. '.Jaters may be a b le  to lap the shores 
o f  a country , but they  have no tongue f o r  o th e r  types o f  com­
m unication . The doubt th is  time remains and i s  r e in fo r c e d  be­
cause the ca p t ive  r e c e iv e s  no r e p ly .  The doubts about h is  w i f e ' s  
con tinu ing  lament a re  chanelled  in to  a fu r th e r  worry -  that  she 
may no longer  be a l i v e :
pero , pues no me respondes,
s in  duda alguna que es muerta, 11 .29 -30 .
' Sin duda alguna' le a v e s  him no hope a t  a l l  so he must m odify  
h is  thoughts here . If* oride/’  fcHofc He c s^ *rviv/e His o.-decu He. 
b e l i e v e  that the death o f  h is  w ife  must a ls o  be a myth.
Furthermore
1 3 7
aunque no lo  debe ser, 
pues v iv o  yo en su au sen c ia
i f  he can s t i l l  l i v e  without her  then she too  must s u rv iv e .
I t  i s  c l e a r  from th is  that  the c a p t i v e  i s  in  a tu rm oi l ;  
h is  m isery  i s  n o t  so much a p h y s ica l  one o f  being made to row, 
but a s p i r i t u a l  one . Each time he sees th e  shores o f  Spain, so 
near y e t  so fa r  away, a l l  h is  doubts and fe a r s  f o r  h is  w i f e ' s  
s a fe t y  and con t in u in g  a f f e c t i o n  are awakened. I t  i s  something 
o f  a j o l t  when we r e a l i s e  that th is  c a p t i v e  has been in  th is  
p o s i t i o n  f o r  ten y e a r s .  I t  i s  small wonder that he i s  con fused , 
y e t  none o f  these hardships o r  sorrows a re  l i k e l y  to k i l l  him, 
in  which case  he i s ,  l ik e  G a r c i la s o 's  l o v e r ,  ' siempre a l  remo 
condenado' ( l i n e  3 5 ) . ^  More dead than a l i v e ,  he i s  unable to 
take h is  own l i f e ,  and so he must con t in u e  to l i v e  ' s in  l ib e r ta d  
y  s in  e l l a ' . For th is  c a p t iv e ,  the l o s s  o f  h is  w i fe  and h is  
freedom are  o f  equal weight, and h is  g r i e f  i s  evenly balanced 
between them. Here the lament ends b e ca u se :
. . . e l  com itre  mando u sar
a l  forzado  de su fu e r z a .  11.39-40
and he must row in  o rd er  to escape from th e  threat ' de la 
P .e lig ion  s e i s  v e la s '  . S ix  sh ips  appear on the h or izon  a l l  bear­
ing the c r o s s e s  on t h e i r  s a i l s  o f  the Order o f  St John o f  M alta. 
This C hr is t ian  f l e e t  p ro te c ted  the shores o f  the Mediterranean 
from Turkish p i r a t e s ,^ and lone p ira te  s h ip s  would f l e e  from 
them. The irony  o f  the s i t u a t io n  -  the C h r is t ia n  c a p t iv e  must 
use a l l  h is  stren gth  to escape from those  who would grant him 
h is  l i b e r t y  -  i s  n o t  f u l l y  developed in  t h i s  romance but Gfingora's 
in t im a tion  i s  c l e a r .  The use o f  m eaningfu l truncation  here i s  
a superb example o f  how G6ngora a d r o i t l y  adapts d ev ices  from
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the o ld  t r a d i t i o n  f o r  use in  h is  new poems.
The second romance develops the irony  much fu r th e r ,  f o r  
in  'La d esg ra c ia  d e l  fo rzado '  the ca p t ive  h im se l f  i s  aware o f  
the s i t u a t i o n  and repeated ly  laments:
¿De quien me quejo con tan grande extremo, 
s i  ayudo a mi dano con mi remo?
Perhaps th e  most s t r ik in g  d i f f e r e n c e  between th is  romance and 
the one above  is  a s t y l i s t i c  one . ' Amarrado a l  duro banco' i s  
w ritten  in  a much s im pler  and stra ight forw ard  manner than th is  
rather ' c u l t o '  romance nuevo. The f i r s t  three quatrains o f  
' La d e s g r a c ia  del fo rzado '  form a s in g le  sentence o f  h ig h ly  
com plica ted  syntax. D u a l i s t i c  phrasing i s  used once again  but 
i t s  e f f e c t  i s  in creased  tw o - fo ld  in  the f i r s t  quatra in  a lo n e .  
Two ca u sa l  pa irs  are g iven  to he lp  o u t l in e  the scene . The 
f i r s t  th re e  elements:
La desgrac ia  d e l  forzado, 
y d e l  c o r s a r io  la  in d u str ia ,  
la d is ta n c ia  d e l  lugar 11 .1 -3
are g iv en  equal weight, w h i ls t  the fourth  ' e l  fa v o r  de la 
Fortuna' r e c e iv e s  more a t t e n t io n .  Fortune o r  f a t e  plays the 
most s i g n i f i c a n t  r o l e  in  th is  romance. Fortune:
. . . p o r  las bocas  del v ien to  
le s  daba a sop la s  ayuda
a la s  otomanas lunas, 11 .5 -6  and 8
help ing  them escape from the C hris t ians  by f i l l i n g  th e ir  s a i l s  
on which the emblems o f  th e ir  r e l i g i o n  are d isp la y e d .  This 
romance has been taken up where the other  has ended. The
p ira te  s h ip  f l e e s  from the C h r is t ia n  f l e e t  and i t  i s  because 
o f  those fo u r  th ings , the c a p t i v e ' s  i l l  luck, the p i r a t e 's
s k i l l ,  the d is ta n ce  between the two ships and Chance, th a t  the 
Turkish g a l l e y  escapes* A l l  in  a moment, the luck o f  the C hris­
t ia n  ca p t iv e  and h is  hopes o f  s e t t in g  f o o t  on h is  a l l i e s '  ships 
and n a t iv e  shores are  dashed:
. . . d e  l o s  o j o s
d e l  fo rzado  a un tiempo huyan, 
du lce  p a t r ia ,  amigas ve la s  
esperanzas y ventura . 11 .9 -12 .
Gongora 's  word-play i s  more s u b t le  here, to o ,  than in  the pre ­
v iou s  romance, f o r  these f o u r  elements seem to f l e e  (huyan) 
b e fo re  the c a p t i v e ' s  very  e y e s ,  w h i ls t  in  r e a l i t y  i t  i s  the 
c a p t iv e ,  o r  a t  le a s t  the g a l l e y  which he helps to row, which 
takes f l i g h t .
In th is  romance, as in  the previous one, i t  i s  through h is  
eyes that the c a p t iv e  apprehends the world, and here they alm ost 
become a symbol f o r  h is  hopes . When these hopes are d es troyed  
by the escape o f  the g a l l e y  he turns h is  eyes away from d is a p ­
pointment :
Vuelve, pues, lo s  o j o s  t r i s t e s
a v e r  c 6mo e l  mar le  hurta
las  t o r r e s ,  y le  da nubes,
las  v e la s ,  y  le  da espumas. 11 .13 -16 .
Where once he imagined the i l l u s o r y  hope o f  the towers o f  h is  
homeland, there i s  now n oth in g  to see but c lou d s ,  and the  s a i l s  
o f  the C hr is t ian  f l e e t  have been rep laced  by the waves. The 
f l i g h t  has slowed down f o r  the g a l ley -m a ster  i s  s a t i s f i e d  that 
they are fa r  enough from danger, and so the ca p t ive  re tu rn s  to 
h is  lament. The iron y  i s  made e x p l i c i t  by the e s t r i b i l l o .
Since h is  eyes do not  see  him freed  now, a f t e r  such an 
op p ortu n ity  f o r  having been l i b e r a t e d ,  then he no lon ger  hopes 
ever to see h is  hands fr e e d  from the oar o r  h is  f e e t  from th e ir
shackles He a t t r ib u t e s  i t  to F ortu ne 's  w i l l  that  he i s  fa ted
to be in  misery as long as he l i v e s :
en esta  desgrac ia  mía
fortuna me ha d e scu b ie r to
que cuantos fueron  mis años
tantos serán mis tormentos. 11 .27 -30 .
The ca p t iv e  con tinues  now to  address h is  lament to the Chris­
t ia n  f l e e t ,  asking them not to f o l l o w  o r  try  to reach them as 
i t  g ives  him no r e l i e f :
Velas de la R elig iSn ,
enfrenad vuestro  denuedo,
que mal podré is  a lca n z a m o s
pues t r a t á i s  de mi remedio. 11 .33 -36 .
Each time they approach 1 El enemigo o s  va' with the consequence 
that he must row harder. B esides, he i s  sure that h is  f a t e  i s  
sea led ,  f o r :
. . . fa v o ré ce le  e l  tiempo 
por su l ib e r ta d  no tanto 
cuanto por mi c a u t iv e r i o .  11 .38 -40 .
The time i s  not  r ig h t  f o r  h is  r e le a s e ,  but ra ther the winds and
68weather favour on ly  the escape o f  the Turks.
He exhorts  the f l e e t  to  stay 1 en aquesa Playa' o f f  K arbella  
where the poem began. His thoughts are there and w i l l  always 
return to that p lace  l ik e  a ship coming to  p o r t .  ' Complain 
about my m is fortune ' he asks :
y no e ch é is  la culpa a l  v ie n to .
The poem ends with the e s t r i b i l l o  once aga in . The C hris t ian  
f l e e t  cannot blame the winds f o r  the escape o f  the Turkish 
g a l l e y  f o r  i t  i s  the ca p t iv e  h im se lf  who has with h is  strength  
caused i t  to make such a rapid  escape.
141
The c a p t i v e ' s  lament ends with a s ig h ,  which i s  sen t o f f  
to h is  b e a u t i f u l  w i fe .  In the Chacon v e r s i o n ,  the f i n a l  l in e  
o f  the lament rea d s :
y en e l  mar de Argel te e sp ero
/
as i f  the c a p t i v e  expects  the s igh  to re tu rn  to  him, w h i l s t  in  
the Sexta p a r te  de F lor  de romances nuevos, the  f i n a l  two l in e s  
a r e :
y  d i l e  a mi esposa b e l la
que en e l  mar de Argel la  e s p e r o .
N either  makes much sense, although Chacón, because o f  i t s  open- 
endedness i s  probab ly  p r e fe r a b le .  I do n o t  b e l i e v e  that  the 
c a p t iv e  would wish h is  w i fe  to v i s i t  A lg ie r s  f o r  i f  she d id  so 
i t  would most l i k e l y  be as a s la ve  h e r s e l f .  The o n ly  o th e r  
exp lan ation  i s  that  he hopes she w i l l  come to  l i b e r a t e  him with 
ransom money, bu t  none o f  th is  i s  made in  the le a s t  b i t  c l e a r  
by the l in e s  I  have quoted. Mentioned o n ly  a t  the end l ik e  
t h is ,  h is  w i f e ' s  r o le  i s  reduced to a minor one in  the poem, 
alm ost an a f t e r th o u g h t  in  the c a p t i v e ' s  lament. I t  i s  i n t e r ­
e s t in g  here to o  that the sea descr ibed  in  the  o th er  romance as 
the ' sagrado mar de España' has become ' e l  mar de A rg e l '  . This 
c a p t iv e  has acknowledged that he i s  not g o in g  home to Spain in  
the near fu t u r e ;  he i s  f u l l y  resigned  to h i s  f a t e  as a s la v e .
As Camamis t e l l s  us, Góngora 's romances de ca u t iv o s  do rev ea l
the sad r e a l i t y  o f  the s i t u a t io n  and the predominant idea i s
69that o f  a n x ie ty  over  o n e 's  l i b e r t y .  But I  think Vega Carney
7
i s  wrong when, d is cu ss in g  'La  d esgracia  d e l  fo rza d o  she says :
Este forzado  anhela la in te rv e n c ió n  de lo s  
b a rco s  representantes de su fe
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because l in e s  33-36 and 43-44 show c l e a r l y  that he on ly  wishes 
that they might keep away. The ' elemento n ostá lg ico*  f o r  h is  
country  i s  c l e a r l y  there , and I  do not doubt that th is  c a p t iv e  
would f e e l  a g rea t  ' deseo de la  l ib e r ta d '  but th is  second e l e ­
ment i s  n ot  made e x p l i c i t . ^  Any d es ire  f o r  freedom i s  o v e r ­
shadowed by the t o t a l  lack o f  hope and b e l i e f  in chance that 
the c a p t iv e  d is p la y s .
These two romances viewed togeth er  p rov ide  a c l a s s i c  example 
o f  the way in  which Gongora handled h is  s u b je c t  m atter . I  do 
not think that Gongora was attem pting to c r e a te  g r e a t ly  c o n tr o ­
v e r s i a l  works o f  a r t  here . The very  f a c t  th a t  he chose to w r ite  
two poems in  the same form, in  the same s u b je c t ,  with the same 
ch a ra cte rs  and sentim ents, and in  the same year  ( i f  we f o l l o w  
Chacón 's dating ) i s  reasonable  p ro o f  that t h is  was a s p e c i f i c  
l i t e r a r y  e x e r c i s e .  Although i t  would be unwise to try  to dec ide  
which o f  the two romances was w r i t te n  f i r s t ,  i t  i s  p o s s ib le  to 
suggest that 'Amarrado a l  duro banco' was l i k e l y  to be the 
e a r l i e r ,  i f  on ly  because o f  i t s  sim pler form. S im p l ic i ty ,  
however, proves very  l i t t l e .  The second romance i s  c o n s id e r ­
ab ly  more complex, no t  on ly  in  form and syntax, but a ls o  s t y l i s ­
t i c a l l y  and th em a t ica l ly .  Both irony  and m o t i f s  (e y e s ,  fo r tu n e )  
are more s k i l f u l l y  developed in  'La  desgrac ia  del f o r z a d o ' ,  an 
a l t o g e th e r  more s o p h is t i c a te d  poem. I f  Góngora did w rite  
'Amarrado a l  duro banco1 f i r s t ,  then 'La desgrac ia  d e l  fo rzado '  
cou ld  be thought o f  as a development o f  i t .  The major s im i l a r i t y  
apart from the s t o r y l in e ,  appears in  the imagery o f  eyes and 
weeping, and the sea and i t s  sh ores .  Water i t s e l f  i s  perhaps
one o f  the most recu rren t s in g le  images o f  Góngora 's poetry  and
72i s  o f t e n  linked with the idea o f  lov e .  A l l  the above-mentioned
• /
themes have been linked with l o v e  in  a p rev ious  romance, La mas
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b e l l a  niña ' (1580 ) ,  where a young w ife  weeps f o r  her husband 
who has gone a cross  the sea to  war. Like the c a p t i v e ' s  w i fe  
in  'Amarrado a l  duro banco' she weeps on the shores  o f  the sea 
and her husband i s  always r e f e r r e d  to  by the synec doche o f  h is  
eyes -  ' l o s  o j o s '  -  which a re  so important f o r  the c a p t i v e ' s  
understanding o f  h is  p l i g h t  in  ' La d esgra c ia  d e l  f o r z a d o ' . 
Góngora may have intended a l i n k  back to  the e a r l i e r  romance, 
but the elements under d i s c u s s i o n  are  too  u n iv e rsa l  to a s s e r t  
anything more d e f i n i t e l y .  I t  would c e r t a i n l y  be too  b o ld  to 
suggest  that a l l  three are  p a r t  o f  a c y c l e  o f  romances. Some 
s ch o la rs  have indeed in c lu d ed  the two romances de ca u t iv o s  in
p a rt  o f  a complete c y c l e  o f  romances m or iscos  w h i ls t  o th ers
73d is a g r e e .  Vega Carney i s  o f  the op in io n  that  the romances
m oriscos  and the romances de c a u t iv o s  should be ca te g o r iz e d
74s e p a ra te ly ,  and that Góngora in  f a c t  p re fe r re d  the l a t t e r .
This i s  in  agreement with Menéndez P idal who judges  the romances 
de ca u t iv o s  to be the a n t i t h e s i s  o f  the romances m oriscos  
because o f  t h e i r  ' sobr iedad  y c a r á c t e r  de r e a l i d a d ' . I  would 
go a long with th is  because so many o f  the l a t e r  romances 
m or iscos  are e i t h e r  burlesque  o r  id e a l i z e d  in  ch a ra cte r  w h i ls t  
these  are t o t a l l y  s e r io u s .
I  think that these two e a r ly  romances, w r i t te n  when 
Góngora was on ly  twenty-two years  o ld ,  were a p o e t i c  e x e r c i s e  
f o r  him, a chance to d is p la y  two t o t a l l y  d i f f e r e n t  ways o f  
handling  one s t o r y .  Which one was the more s u c c e s s fu l?  I t  
would be hard to say, and any o p in io n  would probably  be formed 
on a b a s is  o f  personal p r e fe r e n c e .  'Amarrado a l  duro banco' 
i s  com plete , an almost p e r f e c t  romance in  the t r a d i t i o n a l  mode,
down to knowing how to ' c a l l a r  a t i e m p o ' , y e t  i t  i s  s t i l l  very 
much a gongorine work, i f  o n ly  because o f  i t s  c o n c e i t s  ( l i n e s
A
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11-12, 14, e t c . ) .  ‘La d esgracia  d e l  f o r z a d o ' ,  in  s p i t e  o f  i t s  
c l e v e r l y  con tr ived  s y n t a c t i c a l  s t ru c tu re  and a c l e a r  romance 
nuevo form (re g u la r  quatra ins with a repeated e s t r i b i l l o ) which 
in creases  the ly r ic ism  o f  the poem, seems in co m p le te . 75 The 
c a p t i v e 's  speech ends with a h a lf - fo rm ed  a f t e r - t h o u g h t ,  not with 
the dramatic dynamism o f  ' Amarrado a l  duro b a n c o ' . Had i t  ended 
four  l in e s  sooner there  would have been no u n ce r ta in ty  about 
l in e  50. My p re fe ren ce  i s  f o r  the sh or te r  romance as a f in ish e d  
u n it ,  and i t  i s  because th is  i s  as p o l ish ed  as the o th e r  that 
I  f ind  i t  im possib le  to suggest which o f  the two m ight have been 
the f i r s t  to be w r i t te n .
?v *■ *  *  *
I f  these romances were p o e t i c  e x e r c i s e s ,  i t  i s  n o t  sur­
p r is in g  that Góngora returned to the romance de c a u t iv o s  ten 
years l a t e r  to w r ite  'Levantando blanca espuma'(number 39) and 
' Segtfn vuelan por e l  agua' (number 49) in  1602. Both are 
romances de ca u tivos  in v o lv in g  the escape o f  a sh ip  from p ira te s  
or  enemies, and are q u ite  r e a l i s t i c  in  tone. However, they 
d i f f e r  from one another in  that the f i r s t  appears as  a s t r a ig h t ­
forward s to ry  o f  a newly-wed coup le  who fe a r  they may be cap­
tured on th e ir  n u p t ia l  voyage, w h i ls t  the second i s  a eulogy 
to the Duque de Lerma (which would account f o r  i t s  la t e n e s s ) .  
Robert Jammes sees th is  as the same idea as i s  repeated  in 
Góngora 's Panegír ico  a l  Duque de Lerma. A  c o u r t l y  poem, i t  
c l e v e r l y  e x p lo i t s  the m orisco  genre and has been c l a s s i f i e d  as
a romance morisco by severa l  s c h o la r s .  These two have a lso
7 7 78been c a l l e d  romances de p iratas  o r  romances de p e rs e cu c ió n .
C lea r ly ,  Góngora has gone much fu r th er  than p arod ie  s ta t e -
\
ments o f  r e je c t i o n  o f  the conventiona l Moorish mode. A l l  o f  
the romances de ca u t iv os  y p ira ta s  d is p la ce  any sentim ental
1 4 5
a t t i t u d e  toward the Moor, f o r  M oorish  and Turkish p ira te s  had 
become too f i e r c e  an enemy to Spanish l i b e r t y .  These romances 
do not  f i t  in t o  any con v en t ion a l  ca te g o ry  o f  the romancero, and 
there i s  one romance in  p a r t i c u l a r  which proves even more d i f ­
f i c u l t  to c l a s s i f y .  The s to r y  i t  recou n ts  i s  more akin to a 
romance f r o n t e r i z o  a lthough love  i s  j u s t  as much part o f  i t s
theme as war. ' Servía  en Orán a l  rey ’ was w r i t te n  in  1587,
79and stands a p a r t  from a l l  the o th e r  romances.
~V *  *  *  *
I t  cou ld  be e a s i l y  argued that ’ Servía  en Orán a l  rey ' i s
another p a r o d i s t i c  romance m o r is c o . There i s  a h ig h ly  e r o t i c  
undercurrent to  the poem because o f  i t s  very  s u b je c t  m atter , 
and a t  times I  am uneasy about the b la t a n t ,  alm ost lewd, 
s e x u a l i ty  o f  th e  language Góngora u s e s .  For t h is  one romance 
m orisco  amoroso above a l l  o th e rs  I  b e l i e v e  i t  i s  im poss ib le  to 
r e s t  on on ly  a s in g l e  in t e r p r e t a t i o n .  I  a ls o  b e l i e v e  that i t  
was Góngora 's in t e n t i o n  th at  t h is  should  be so .  Two in t e r ­
p r e ta t io n s ,  b o th  q u ite  sim ple to  separate  from each o th er  ( i n  
f a c t  they do n o t  ov er la p  a t  a l l ) ,  a re  not  on ly  p o s s ib l e  w ith in  
one poem, but h ig h ly  p robab le  in  the works o f  a poet  o f  Góngora 's 
ingenuity* The f i r s t  o f  these i s  that  the romance d e s c r ib e s  an 
encounter between a s o l d i e r  and an A fr ic a n  g i r l  whose in t e r e s t  
in  one another i s  pure ly  c a r n a l .  The Spaniard c a r r i e s  two 
lanzas , one o b v io u s ly  being that o f  s t e e l ,  but the second i s  
probably a sexu a l  innuendo. A lz ie u ,  in  a com p ila t ion  o f
Poesías e r ó t i c a s , l i s t s  many examples o f  the e r o t i c  con nota tion s
8 0a p p l i c a b le  to the lance , sword o r  dagger} l ik ew is e  espuelas
8 1were common acoutrem ents f o r  the e r o t i c  lo v e r  1  w h i ls t  the use 
o f  equestr ian  vocabu lary  adds a note  o f  b e s t i a l i t y  to the des ­
c r i p t i o n  o f  t h e i r  love-m aking. The quatra in  in  which th is
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appears a l s o  transmits the sense o f  in te r r u p t io n  to th e ir  
a c t io n s ,  in c lu d in g  the idea o f  non-consummation in  the l in e
'n o  s a l i r  es c o b a r d ía ' ,  where A lz ie u  has shown that ' s a l i r '
8 2was a common euphemism f o r  e j a c u l a t i o n .  The in te r p r e t a t io n
8 ^can be extended; the espano 1 i s  d es c r ib e d  as 'b r io s o ' ,  and the
g i r l ,  s c o r n fu l  a t  h is  untimely e x i t  b i t t e r l y  remarks: ’ yo os
hago a vos mucha sob ra /y  vos a é l  Cel General} mucha f a l t a '  .
Following the usage o f  such words in  vu lgar  poetry  the speech
84i s  nothing sh ort  o f  indecent and extrem ely  s a r c a s t i c .  The 
obvious innuendo o f  the poem g iv es  a burlesque in te r p r e t a t io n ,  
which once embarked upon becomes easy to  continue to a l l  i t s  
l o g i c a l ,  i f  s c a t o l o g i c a l ,  c o n c lu s io n s .  The second in te rp re ­
ta t io n  I propose to o u t l in e  i s  more su b t le  and complex, and as 
such req u ires  a much more d e ta i le d  a n a ly s is .
In s p i t e  o f  being incom plete  ' Serv ía  en Orán a l  rey ' can 
be seen to be one o f  the most b e a u t i f u l  and accomplished o f  
Góngora 's romances m o r is c o s . I t  has won the admiration o f  
many s c h o la r s ,  among whom, Carmen Vega Carney i s  one o f  the 
most re cen t  to w r ite  about the romance. In her a r t i c l e  she 
g iv es  a résumée o f  those s tu d ies  a lr e a d y  made o f  the romances 
m oriscos in  genera l to whom, in  my study o f  ' Servía en Orán a l  
rey ' , I  can on ly  add the name o f  Diane Chaffee. Those who 
have passed b r i e f  comment in  d is c u s s io n  o f  the romance m orisco  
as a whole a re  Vega Carney h e r s e l f ,  Glenroy Emmons, R ita 
Goldberg and, o f  course , Dámaso A lonso in  the commentaries to 
poems c o l l e c t e d  in  h is  Góngora y e l  P o l i fem o , volume I I .
Goldberg t e l le  us o f  a v a r ia n t  found in  Rasgos de o c io  which 
was converted  in to  a dance by the use o f  a g lo s s ,  the r e p e t i t i o n  
o f  an e s t r i b i l l o  and o th er  p o e t i c  d e v i c e s .  I t  i s  a b a i l e  dra-
matico which, a t  140 l in e s ,  i s  over  three  times as long as the
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o r i g i n a l  romance, but which n e v e r th e le s s  manages to r e ta in  the 
e s s e n t i a l  e lem ents : 'aunque hay algún f a l t o  l i t e r a r i o  la  obra
t ie n d e  a i n t e n s i f i c a r  e l  e s p í r i t u  y ambiente d e l  romance de
8 6"S e r v ia  en Oran a l  r e y " ' .
Glenroy Emmons's study o f  the h i s t o r i c a l  and l i t e r a r y  
p e r s p e c t iv e  o f  the romances m or iscos  i s  h ig h ly  re lev a n t  to 
' Serv ía  en Oran a l  r e y ' . Quoting from R. Altamira y C revea 's  
H is t o r ia  de España, he emphasizes the f a c t  that in  medieval 
h i s t o r y  'apenas  hay guerra en que f ig u r e n  exclusivam ente de un 
lado  musulmanes y de o t r o  c r i s t i a n o s ,  s in o  que en ambos e j é r -  
c i t o s  van m ezclados tropas de la s  dos p r o c e d e n c ia s ' ,  The 
A ndalusian f r o n t e r i z o  b a l la d s  o f  the f i f t e e n t h  century , probably  
th o se  which Góngora knew b e s t ,  were pro-M oorish  and o f t e n  ex­
trem ely  sen t im enta l.  Only l a t e r  d id  the theme o f  love  s t e a l  
i n t o  them. In a note  Emmons adds: 'Though we may f in d  i t  hard 
to  a c c e p t ,  the p ic t u r e  o f  the Moor o r  the C hr is t ian  r id in g  to
b a t t l e  with some token o f  esteem from h is  lady love  seems to be
89a f a i t h f u l  one in  the romances f r o n t e r i z o s ' . This f a i t h f u l
l o v e  continued on in to  the l a t e r  e ru d ite  romances m oriscos
and may even account f o r  some o f  t h e i r  p o p u la r i t y .  Dámaso
A lo n so ,  even more broad-minded than Emmons, o r  so i t  may appear,
has no d i f f i c u l t y  even in  a c ce p t in g  the love between the two
r a c e s  (rem inding us, o f  co u rse ,  o f  the ep isode  o f  the Captive
found in  Don Q u i jo te  (1 6 0 5 ) ,  I ,  chapters  3 9 -4 1 ) .  For Vega
Carney, th is  love  i s  p r e c i s e l y  that which d is t in g u is h e s  th is
90romance from the r e s t :
GÓngora ennoblece la  r e la c i ó n  i l í c i t a  de 
l o s  p ro ta g on is ta s  y la  c o r t e  trama re su lta  
se r  de gran i n t e r é s .  Este romance se d is ­
t in g u e ,  en tre  todos lo s  o t r o s  de a fr i ca n o s  
y m o r is c o s ,  porque la  r e la c i ó n  amorosa se 
consuma.. .muy l e j o s  de lo s  b a i l e s  y las  
zambras de lo s  romances m or is co s ,  y mas 
l e j o s  aún de la n o s t a lg ia  d e l  ca u t iv o .
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No in d iv id u a l  study o f  the whole romance ' Servía  en Oran
a l rey ' has y e t  been attem pted. A l l  sch o lars  t e l l  the s to ry
b r i e f l y ,  but then one needs on ly  to read the poem to learn
that much. Only Diane Chaffee attempts to  ir o n  out problems
which have always been present in  1 The endings o f  G óngora 's
91"S erv ía  en Oran a l  r e y " ' . I  s h a l l  deal with her arguments
l a t e r  in  my own a n a ly s i s .  She l ik e  o th ers ,  p o in ts  out that
92the poem surv ives  in  as many as f i v e  d i f f e r e n t  t e x t s ,  but 
I s h a l l  use here the Chacon v e rs io n ,  as reproduced by Carreño, 
because i t  i s  the most w id e ly  a v a i la b le ,  and, u n t i l  now, a c ­
cepted  t e x t .
The romance f i r s t  appeared in  1591 in  F lo r  de v a r io s  
romances nuevos, part  I I ,  again  in  1593, part I I I  and in  Libro 
de romances. The Chacón manuscript g ives  i t s  date  as 1587 and 
Vicuña p r in ts  a v a r ia n t .  As with o th ers  o f  G óngora 's romances 
i t  must soon have become popular a t  a l l  l e v e l s  o f  s o c i e t y  as 
Goldberg proves with her b a i l e  dramático and because o f  the 
appearance o f  Miguel de B a r r i o ' s comedia El español de Oran 
(B r u s s e ls ,  1665). W ilson and Sage a ls o  show how the l i n e s :
tan noble  como hermosa,
tan amante como amada, 11 .5 -6
9 3appear again in  Calderón ' s Primero soy y o , and as w ith  many 
o th e r  romances, passages are s e le c t e d  f o r  use as examples o f
s u b t le t y  and w it in  the concepto  in  G ra c iá n 's Agudeza y a r te  de
. 94in g e n io .
The romance i s  w r i t te n  in  o c t o s y l la b le s  and arranged in 
q u atra in s ,  and i t s  most s t r ik in g  feature  i s  the f in e  balance 
between words and ph rases .  Several cou p le ts  c o n ta in  p e r f e c t  
p a r a l l e l  phrases, f o r  example:
un español con dos lanzas, 
y con e l  alma y la vida«
Two oppos ing  s e ts  o f  ideas -  one co n cre te  and one s p i r i t u a l  -  
r ep resen t  here the two separate  concerns o f  the Spaniard 's  
e x is t e n c e ,  present in  a s in g le  c o u p le t .  This i s  f lanked by two 
l in e s  r e f l e c t i n g  those  concerns in  j u s t  a l i t t l e  more d e t a i l :
Servía  en Orín a l  rey 
a una g a l la rd a  a f r i c a n a .
He se rv e s  the king with  h is  p h y s ica l  a t t r ib u t e s  and the woman 
with h i s  s p i r i t u a l  ones , a t  l e a s t  in  th is  f i r s t  quatra in , f o r  
as I w i l l  ex p la in  the balance o f  a l l e g ia n c e s  i s  le s s  s i m p l i s t i c  
than i t  might i n i t i a l l y  appear. This, then, i s  the background 
to the in c i d e n t :  in  Oran in  North A fr i c a ,  h o s t i l i t i e s  are under­
way. They in v o lv e  both  Muslims and C h r is t ia n s ,  probably in  
equal p ro p o r t io n s  on both s id e s .  The use o f  Oran as a lo c a t io n  
makes us think o f  the wars fought in  the re ig n  o f  Ferdinand 
and I s a b e l  (Oran was captured by the w a rr io r  ca rd in a l  C isneros 
from the Muslims f o r  Spain). We must remember that the i n t e r ­
m ing ling  o f  races  was w ell  advanced even by that time. No 
s p e c i f i c  in c id e n t  i s  in d ica te d ,  however, and the king cou ld  be 
any one o f  a number o f  monarchs, e a r l i e r  o r  l a t e r  than Ferdinand. 
This i s  c l e a r l y  d e l i b e r a t e .  N evertheless  t h is  king must be a 
C h r is t ia n  because the attack  which prompts the in c id e n t  in  the 
s to ry  comes from the Zeneta, a North A fr ic a n  Berber t r i b e .  The 
s o c i a l  s ta tus  o f  the españo1 i s  n o t  made c l e a r .  He serves  h is  
k in g ,  as part  o f  the normal h e ira r ch y ;  a l l  s o ld i e r s  do t h i s .
I f  t h i s  i s  s t i l l  a feu d a l s o c i e t y ,  and he i s  answerable to no 
o th er  commander ( e x c e p t  a genera l over  the whole army) then the 
español i s  alm ost c e r t a in  to be o f  k n ig h t ly  o r  noble  s ta tu s .
1 4 9
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This s u p p o s i t i o n  can a ls o  be j u s t i f i e d  by h is  w i l l in g n e s s  to 
serve  a woman, as o n ly  those who were n o b le  u su a lly  became 
c o u r t ly  l o v e r s  in  that second type o f  fe u d a l  r e la t i o n s h ip .
Góngora reserves  the one su r p r is in g  element o f  the whole 
quatra in  f o r  i t s  f i n a l  word; the Spaniard, as to be expected , 
serves  both  h i s  king and h is  lady who i s  ' una g a l la rd a  a f r i c a n a '  . 
As i s  the custom in  times o f  war s o l d i e r s  o f t e n  a s s o c i a t e  with 
l e s s  scrupulous  women o f  the conquered o p p o s i t i o n ,  but t h is  i s  
n o t  a ca m p -fo l low er ,  but a lady who i s ,  Góngora goes  on to say,
' tan n ob le  como hermosa' and even more to  the p o in t ,  ' tan amante 
como amada'. This i s  n o t  a casua l en coun ter  between two members 
o f  the low er  c la s s e s  but a l i a i s o n  between two n o b le  p eo p le .
Vega Carney n otes  how: 'A qu í se presenta  una r e la c i ó n  madura
en tre  dos a d u lto s  amantes' , and i t  i s  n o t  simply mature but a l s o  
95mutual. Here we must not a l low  the s u b t le  way in  which the 
r e la t i o n s h ip  i s  d is cov ered  in  the poem escape  our n o t i c e .  I t s  
in t e n s i t y  i s  n ot  revea led  im mediately; i t  i s  mutual a t  the s t a r t  
and a t  l i n e  7 s t i l l  appears to be in n o c e n t .  The kn ight i s  o n ly  
w ith  the la d y :
con quien estaba una noche (my i t a l i c s ) .
Two p ro g re ss io n s  now run p a r a l l e l  to  one another and as the 
excitem ent o f  the a t ta ck  and the alarms in c r e a s e  so the ten s ion  
in  the r e la t io n s h ip  grows and i t s  e s s e n t i a l  elements are r e v e a le d .  
From the languid  beginnings o f  the romance, the exc item ent mounts.
The alarm sounds and the poet  t e l l s  us s w i f t l y ,  in  a ch a in  
o f  r e p e t i t i o n s  which enhance the movement o f  cause and e f f e c t  
in  the romance, what has taken p la c e :
T re sc ie n to s  Cenetes eran 
de e s te  rebato la causa,
que lo s  rayos de la  luna 
d escu b r ieron  sus adargas} 1 1 .9 -1 2 .
There i s  no p o in t  in  an enquiry  in to  why there  should have been 
three  hundred o f  these  men. I t  may be a f i g u r e  taken from the 
account o f  an h i s t o r i c a l  event o r  j u s t  used because th ree  hun­
dred , l i k e  th ree ,  i s  one o f  those m agical numbers used in  f o l k ­
l o r e .  A l l  that i s  r e a l l y  im portant here i s  that a g r e a t  number 
o f  men, armed to  the tee th ,  w ith  daggers drawn and g l i n t i n g  in  
the m oon light  would look  l i k e  three  hundred a t  the v ery  l e a s t ,  
and would c e r t a i n l y  s t r i k e  fe a r  in to  the h earts  o f  those  they 
sought to  k i l l .  The moon has an ambiguous r o l e  here, somewhat 
l i k e  the moon in  Garcia L o r c a 's  Romancero g i t a n o , f o r  she i s  
both  the benign f o r c e  who attem pts to save the c i t y  by warning 
o f  the approach o f  Zeneta, and a ls o  the d isapprov ing  goddess o f  
c h a s t i t y  who does th is  to tea r  the lo v e rs  away from t h e i r  em­
b r a c e s .  In the s i l e n c e  o f  the n ig h t ,  the g l i n t  o f  s t e e l  i s  
sp o tted  by the s e n t in e l s  who l i g h t  beacons, which a lthough s t i l l  
n o i s e l e s s ,  send o u t  a much b r ig h t e r  v is u a l  a l e r t  to those  in the 
town. Seeing t h i s  the lookouts  beg in  to r in g  the alarm b e l l s  to 
c a l l  the troops  to  arms, and i t  i s  these b e l l s  which f i r s t  rouse  
the e s p a ñ o l . We are  now t o ld  that he i s  ' enamorado' and a c t u a l l y  
in  h is  m is t r e s s '  s arms when he hears a l l  the commotion. The 
r e la t i o n s h ip  between the two proves to be n o t  q u ite  as inn ocen t  
as i t  appeared a t  f i r s t .  T heir  f e e l in g s  a re  strong f o r  one 
an other , and lo ck ed  in  p a ss ion ate  embraces the s o l d i e r  hears, 
n o t  the whispers o f  h is  lady, bu t :
. . .e l  m i l i t a r  estruendo 
de las  trompas y c a ja s .  11 .19 -20 .
1 5 1
In h is  dual r o l e  as s o l d i e r  and lo v e r ,  he cannot ign ore
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e i t h e r  s id e  o f  h is  c o n s c ie n c e .  The thoughts o f  the espanol 
move r a p id ly  to h is  r o l e  a s  a kn ight and t h is  i s  expressed  in  
c a v a l i e r  terms:
espuelas de honor le  p ican  
y freno de  amor l e  para-, 1 1 . 2 1 - 2 2 .
Like h is  charger, he cannot help  but want to rush headlong in to  
the f r a y ,  but f o r  the lov e  he f e e l s  f o r  h i s  lady. His natural 
in s t i n c t  would be to stay  in  her warm embraces but 'n o  s a l i r  
es cobard ía '  and t h e r e fo r e  ou t  o f  the q u e s t io n .  Yet again  the 
balance swings back, f o r  ' in g r a t i t u d  es d e j a l l a ' . He f e e l s  the 
same duty both to her and t o  h is  k in g .  Yet the ta b le s  have 
turned in  a moment. Whereas, when a l l  was q u ie t ,  the ph ys ica l  
a sp ects  o f  war-making were put a s id e  f o r  the more s p i r i t u a l  
ones o f  lo v e ,  now the p h y s ic a l  a c t  o f  love-making must be d i s ­
carded f o r  the s p i r i t u a l  s i d e  o f  h is  duty to the k in g ,  honour 
and s e l f -e s te e m .
Leaping up, the Spaniard q u ick ly  d resses  and buck les  on 
h is  sword. Seeing him do t h i s  the lady throws her arms around 
h is  neck , and he stands adorned by h is  two major weaknesses, 
the sword hanging from h is  w a is t  and the lady, ' pendiente e l l a '  , 
c l in g in g  to h is  neck. She p leads  and weeps, and her words 
g e n t ly  rebuke him f o r  even d e s i r in g  to le a v e ,  a lthough they 
a ls o  acknowledge the n e c e s s i t y  f o r  h is  departu re . In th is  
mutual r e la t io n s h ip  i t  seems that she understands h is  need to 
f i g h t  as much as h is  need to  lo v e .  Her f i r s t  words a r e :
' Sa lid  a l  campq señor' . She i s  n o t ,  then, urging him to  stay , 
although once he has gone:
bañen mis o j o s  la cama,
que e l l a  me será también,
s in  vos , campo de b a t a l l a .  11 .29 -32 .
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This q u a tra in  r e v e a ls  severa l  more th ings  a b o u t  th e ir  r e l a t i o n ­
sh ip .  F i r s t l y ,  the form o f  address , sefior, in d i c a t e s  the 
r e s p e c t  she bears f o r  him. Secondly , the p o e t  a t  la s t  acknow­
ledges  th a t  t h e i r  union i s  sexual by r e f e r r i n g  to  la cama.
Without h is  presence  the bed w i l l  be a d e v a s ta te d  batt leground  
to  her , o v e r  which she w i l l  o n ly  be a b le  to weep. The meta­
p h o r i c a l  use o f  t h is  phrase, ' campo de b a ta l la *  , f o r  the lov ers '  
bed was common, e i t h e r  as a s i t e  f o r  the wars o f  love  o r ,  in  
the absence  o f  one o r  o th er  o f  the lo v e r s ,  as a d e so la te  p l a c e . ^  
Here bo th  senses co u ld  be accep ted  -  b e fo r e  as  l o v e ' s  b a t t l e ­
f i e l d ,  bu t  now d e s o la t e .
C haffee  d isp u tes  the fu tu re  tense ' s e r a '  ( l i n e  31) in  th is  
Chacon v a r ia n t  because i t  i s  the o n ly  one in  th e  e n t ir e  poem, 
and she f e e l s  that the use o f  the s u b ju n ct iv e  ' sea' found in 
the Badajoz m anuscript i s  more l i k e l y  to  be c o r r e c t .  Because 
o f  i t s  grammatical soundness and the in t r o d u c t i o n  o f  an in d e f ­
i n i t e  element she th inks that i t  s u i t s  w e l l  th e  uncertain  ou t ­
come o f  the in c i d e n t .  N everthe less ,  i t  does n o t  a l t e r  the 
sentim ents o f  the a f r i c a n a , who t e l l s  the espa fio l  to hurry, 
dress  and go to the genera l o f  the army who now needs him.
She r e a l i z e s  that the time has come f o r  him to  leave , s in ce  
he has spent so long with h er .  The need o f  th e  general i s  
g r e a te r  than hers f o r  the moment:
yo os hago a vos mucha sobra
y vos a SI mucha f a l t a .  1 1 .3 5 -3 6 .
To some, these l i n e s  may appear odd, as i f  she has had enough 
and i s  even glad to  be r id  o f  him. They f i t  th e  scheme o f  
p a r a l l e l  a n t i t h e t i c a l  phrases w e l l ,  but th is  i s  not ,  I f e e l ,  
the s o l e  reason f o r  th e ir  in c l u s i o n .  There i s  nothing r e a l l y  
odd about these words. C5ngora i s  j u s t  emphasizing the way in
which, in  a mature r e la t i o n s h ip ,  ra ther  than make too much 
u n n e ce ssa r i ly  p a in fu l  fu s s ,  the partner who i s  l e f t  behind w i l l  
put on a b rave  fa ce  f o r  a w h i le ,  although t h is  can be a very  
g re a t  s t r a i n .  I t  would appear to  prove too much f o r  the 
a f r i c a n a , f o r  having t o l d  the español to g e t  dressed in  l in e  
33 she now l e t s  her r e a l  f e e l i n g s  and concern  emerge, sa y in g :
Bien pod é is  s a l i r  desnudo,
pues mi l l a n t o  no os ablanda,
que te n é is  de a cero  e l  pecho,
y no habé is  menester armas. 11 .37 -40 .
She attempts to  make the s o l d i e r  r e a l i z e  that  he i s  too  c r u e l
i f  he leaves h er ,  h is  heart  so hard that i t  w i l l  sh ie ld  him
from the f i e r c e s t  b low s. She f i n d s  i t  d i f f i c u l t  to express  her
f e e l in g s  and she speaks s c o r n f u l l y  as a show o f  her own courage
The e s p a ñ o l , however, i s  r e s o lu t e  ( ' b r i o s o ' ) and r e a l i z i n g
that she i s  o n ly  p lay ing  f o r  time t r i e s  to calm and sweeten her
97exp la in ing  th a t  he in tends to c a r ry  out two th ings , w h i ls t  
s t i l l  showing that same mutual r e s p e c t  by c a l l i n g  her ' señora ' :
porque con honra y Amor 
yo me quede, cumpla y vaya, 
vaya a l o s  moros e l  cuerpo, 
y quede con vos e l  alma. 11 .45 -48 .
He w i l l  s ta y  with  her in  the name o f  love  by leav ing  h is  sou l 
behind, and he w i l l  leave  in  the name o f  honour taking h is  body 
to b a t t l e .  His heart w i l l  not be in  the f i g h t in g ,  but in s tea d  
w i l l  remain w ith  h er .  This  i s ,  r e a l l y ,  the o n ly  p o s s ib le  r e s o ­
lu t io n  f o r  the  dilemma, and i f  Góngora d id  not  w r ite  these 
f i n a l  l i n e s ,  then whoever did so managed to maintain the f i n e  
balance o f  oppos in g  elements which we have seen throughout the 
romance. 'H onra  y amor' found in  the same l in e  (4 5 ) ,  c l o s e
togeth er ,  r e f e r  down r e s p e c t i v e l y  to l in e s  47 and 48. In l in e
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47 the español says ' vaya' , and in  48 ' quede' , and these two 
key words l in k  back to l in e  46 where they are  placed on e i t h e r  
s id e  o f  ' cumpla' -  h i s  in te n t io n  t o  carry  them both out with 
equal f o r c e .  The balance i s  a ga in  almost p e r f e c t ,  and i t  b r in g s  
the romance f u l l  c i r c l e  to i t s  i n i t i a l  s i t u a t io n ;  war i s  on ce  
more reduced to a p h y s ica l  a c t i v i t y  w h i ls t  t h e i r  love  s u r v iv e s  
in  a s p i r i t u a l  c a p a c i t y .  E. M. W ilson , speaking o f  th is  
romance, says i t  i s  based on the l i t e r a r y  convention  o f  the 
'a l b o r a d a ' ,  a lthough the lo v e r s  a r e  separated by the a ttack
ra th er  than by the coming o f  the day ( th e  l ig h t e d  beacons
93perhaps a c t in g  as the coming o f  l i g h t ) »
The con v ersa t ion  in  i t  between the lovers  
may w e l l  u lt im a te ly  d e r iv e  from that  in 
e a r l i e r  a lb a s .
A l l  th a t  remains f o r  the s o l d i e r  to do in  the f i n a l  quat­
ra in  i s  to  g e t  the la d y 's  p erm iss io n  to lea ve :
Concededme, dueño mío, 
l i c e n c i a  para que salga 
a l  rebato en v u e s tr o  nombre, 
y en vuestro  nombre combata.
As i t  s tands , the kn ight having promised to f i g h t  f o r  her , she 
has l i t t l e  c h o ic e  but to g iv e  him h e r  b le s s in g .  He would p ro b ­
a b ly  go anyway, but ju s t  by ask ing  again  he shows the r e s p e c t  
he bears f o r  her and h is  s ta tu s  w ith in  th e ir  c o u r t ly  r e l a t i o n ­
sh ip .  He speaks to her here as ' dueño mío' , and although m ost 
s ch o la rs  agree that th is  i s  a mark o f  r e s p e c t ,  they do not  a g ree  
on why t h is  should b e .  Alemany y S e l fa  i s  perhaps the le a s t  
perturbed by the use o f  'dueño ' in  re fe re n ce  to a woman:
En lo s  requ iebros  amorosos llámase a s í  
siempre a la mujer,
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but o th e rs  see i t  n o t  as a p la y fu l  but a s e r io u s  p r a c t i c e .  In
the c o u r t ly  love  t r a d i t i o n  o f  the troubadours the lady was usu-
99a l l y  addressed as 'm idons ' (my l o r d ) ,  and there  was a l s o  a 
separate A rabic  p r a c t i c e  where i t  was not  o n ly  used in  amor­
ous but a l s o  in  g en era l  use. The reasons why the masculine 
form was used r a th e r  than the fem inine have been advanced as 
a re lu c ta n ce  to use ' dueña' in  p la t o n i c  r e la t io n s h ip s  because 
o f  i t s  a ccepted  use f o r  d e s c r ib in g  the m is tre ss  in  i l l i c i t  
r e l a t i o n s h i p s ,1*^ o r  because 'dueña ' was the name o f t e n  g iven
ic l
to  c r o t c h e ty  servants . The female ' dueño' i s
seen as e i t h e r  a r e s p e c t f u l  and re sp e c te d ,  o r  a d e s p o t ic  and 
whimsical master depending upon the t r a d i t i o n  one chooses  to 
f o l l o w .  I t  i s  d i f f i c u l t  to d ec id e  p r e c i s e l y  which t r a d i t io n  
i s  forem ost here , but i t  i s  f e a s i b l e  that the poet knew that 
th is  usage o f  the m asculine form was a s ign  o f  r e s p e c t  in  both 
Muslim and C h r is t ia n  p o e t i c  t r a d i t i o n s .  For th is  reason i t  i s  
t o t a l l y  harmonious with the s u b je c t  m atter  and atmosphere o f  
the poem, and o f  cou rse  bears a s trong  in f lu e n c e  on the way 
one views the l o v e r  and h is  lady throughout the romance.
A l l  i s  w e l l ,  p rov ided  that the ending o f  the poem i s  a c ­
cepted as i t  stands here . One i s  never very sure when some­
thing i s  pr in ted  in  i t a l i c s  (a s  i t  i s  in  the Carreño e d i t io n )  
whether the e d i t o r  a ccep ts  a v a r ia n t  o r  n o t .  I t a l i c s  g e t  us
nowhere, p a r t i c u l a r l y  when there  i s  no exp lanation  o th e r  than 
102that o f  Chacón. I t  leaves the poem hanging in  m id -a ir  and
may exp la in  why n o -on e  has bothered  to study i t  in  d e t a i l ,  
under the p re tex t  that you cannot come to c o n c lu s io n s  about 
an incom plete  poem. Perhaps, now that  Diane Chaffee has 
attempted to s o lv e  the problem o f  the l o s t  ending, more ca re ­
fu l  s tu d ies  w i l l  be made. Yet even she is  not  prepared to
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commit h e r s e l f  to th e  f u l l .  Her c o n c lu s io n  i s  that although
Chacon's ending i s  n o t  a t o t a l  d i s a s t e r :
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the la s t  two quatra ins o f  CHACÓN' S v e r s i o n  
which are  ' ágenos' are  somewhat more a c c e p ­
ta b le  than those o f  NAPLES and d i s t i n c t l y  
su p er io r  t o  the conclud ing  strophes o f  
VIENNA and MADRID.
The v a r ia n t  found in  Badajoz i s :
. . .m o s t  l i k e  CHACON...few minor v a r ia n t s .  ••
F inal v e r s e s  c lo s e  to  MADRID but grammatic­
a l l y  s o u n d . . . .T h e  BADAJOZ ending, then, i s  
more i n d e f i n i t e  than that o f  MADRID. I t s  
co n tr iv e d  ambiguity and c o r r e c t  grammar 
may mean th a t  i t  i s  Góngora 's m issing  
c o n c lu s io n .
104She may be r ig h t  ( I  g iv e  the ending in  the n o t e s )  but i f  so 
i t  may mean that she has found an ending which d e s tro y s  some 
o f  the mystery o f  th e  romance. Whether the Chacón ending i s  
a l s o  Góngora 's o r  n o t ,  i t  i s  one which g iv e s  a l o t  more i n f o r ­
mation to the reader  and s u i t s  the m iniature drama w e l l .
i t  >V *  i t  i t
I t  i s  p o s s ib l e  to  regard the poem I have j u s t  examined as 
e i t h e r  a parody o r  a r e f in ed  and a r t i s t i c  romance, s t y l i s t i c a l l y  
s im i la r  to the more c u l t i v a t e d  examples o f  G ón gora 's l a t e r  
works. Only two romances m or iscos  remain to be d is cu s s e d ,  both 
o f  which are  h ig h ly  p o l ish ed  and e legant works. T heir  p e c u l i ­
a r i t y  i s  that both ' Por las fa ld a s  de l A tlan te '  (number 83) 
and ' En la  fuerza de Almería' (number 82) were w r i t t e n  in  1620 
when the romance m o r is co  had l o s t  much o f  i t s  form er p op u la r ity  
w ith  w r i te r s  and the p u b l ic .
T h e r e  c a n  b e  n o  d o u b t  t h a t  ' P o r  l a s  f a l d a s  d e l  A t l a n t e '
i s  a n  a u t h e n t i c  c o m p o s i t i o n ,  n o t  j u s t  a r o m a n c e  a t t r i b u t e d  t o
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commit h e r s e l f  to the f u l l .  Her c o n c lu s io n  i s  that although
Chac6n 's  ending i s  n ot  a t o t a l  d i s a s t e r :
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the l a s t  two quatra ins  o f  CHACÓN1 S vers ion  
which are 1 ágenos' are  somewhat more accep ­
ta b le  than those o f  NAPLES and d i s t i n c t l y  
su p e r io r  to  the conclud ing  s troph es  o f  
VIENNA and MADRID.
The v a r ia n t  found in  Badajoz i s :
. . .m o s t  l i k e  CHACON. . .few minor v a r i a n t s . . .  
F in a l v e rses  c l o s e  to MADRID but grammatic­
a l l y  s o u n d . . . .T h e  BADAJOZ ending, then, i s  
more i n d e f i n i t e  than that o f  MADRID. I t s  
c o n tr iv e d  am biguity and c o r r e c t  grammar 
may mean that  i t  i s  Gongora's m iss in g  
c o n e lu s io n .
104She may be r i g h t  ( I  g iv e  the ending in  the n o te s )  but i f  so 
i t  may mean that  she has found an ending which destroys  some 
o f  the mystery o f  the romance. Whether the Chacdn ending i s  
a ls o  GSngora's o r  n o t ,  i t  i s  one which g iv e s  a l o t  more i n f o r ­
mation to the reader  and s u i t s  the m in iature  drama w e l l .
*  *  *  *  *
I t  i s  p o s s ib l e  to  regard the poem I have ju s t  examined as 
e i t h e r  a parody o r  a r e f in e d  and a r t i s t i c  romance, s t y l i s t i c a l l y  
s im i la r  to the more c u l t i v a t e d  examples o f  Gongora's l a t e r  
works. Only two romances m oriscos  remain to  be d iscu ssed ,  both 
o f  which are  h ig h ly  p o l is h e d  and e legant works. Their p e c u l i ­
a r i t y  i s  that both ' Por las  fa ld as  d e l  A t la n te '  (number 83) 
and ' En la  fu erza  de Almerfa' (number 82) were w r itten  in  1620 
when the romance m orisco  had l o s t  much o f  i t s  former p o p u la r ity  
with w r i t e r s  and the p u b l i c .
*  *  * *  *
T h e r e  c a n  b e  n o  d o u b t  t h a t  ' P o r  l a s  f a l d a s  d e l  A t l a n t e '
i s  a n  a u t h e n t i c  c o m p o s i t i o n ,  n o t  j u s t  a r o m a n c e  a t t r i b u t e d  t o
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Gongora, even though i t  does n o t  appear in  e i t h e r  the Vicuna o r  
the Hoces y CSrdoba e d i t io n s  o f  the p o e t ' s  work. S e c t io n s  o f  
i t  are  to  be found in  the Gancionero de Coimbra» 10  ^ and i t  
appears in  f u l l  in  the Chacon m a n u scr ip t .  I  am not a l t o g e t h e r  
c e r t a in  as to why i t  should not have in t e r e s t e d  more s ch o la rs  
o f  Gongora 's  work, although the d i f f i c u l t i e s  o f  a ss ign in g  i t  
to any p a r t i c u l a r  subgenre o r  ty p e  o f  romance may p rov id e  some 
e x p la n a t io n .  P r e c is e ly  where Vicuna would have inc luded  i t  
among h is  broad c a te g o r ie s  o f  romances would be d i f f i c u l t  to 
d e c id e ,  and more recen t  s ch o la rs  do not agree  on i t s  area o f  
c l a s s i f i c a t i o n .  Robert Jammes d e s ig n a te s  i t  a ' romance de 
llacen' and in c lu d es  a short d i s c u s s i o n  o f  the romance a lon g ­
s id e  o t h e r  'romances a f r i c a in e s '  o f  h is  s t u d y . O n  the 
o th er  hand, David Loughran groups i t  w ith  o th e r  romances vena- 
t o r i o s . His study o f  the ' v e n a t i c  m o t i f ' ,  p r im arily  in  romance 
number 77, c a l l s  f o r  no a n a ly s is  o f  Moorish elements w ith in  
the romance, and he concentrates  h is  a t t e n t io n  on c l a s s i c a l  
m y th o lo g ica l  a s p e c t s . M y  own d e c i s i o n  to  d iscuss  i t  among 
the romances m or iscos  was, l ik e  Jammes's, based e n t i r e l y  on 
s u b je c t  m a tte r .  X arifa  i s  a young Moorish woman, the scene i s  
se t  in  North A f r i c a ,  and th is  i s  s u f f i c i e n t  reason, w ithout 
even emphasizing the changes th a t  appear to have taken p lace  
in  Gongora 's  a t t i t u d e  towards M oorish  s u b je c t s .
The p o e t ' s  a t t i tu d e  here i s  undoubtedly the most important
c o n s id e r a t io n ,  f o r  the ou tstan d in g  q u est ion  about both  th is
romance and number 8 2, ' En la fu e r z a  de Almerxa' , i s  why
Gdngora should have returned to A fr i c a n  m a ter ia l  in  1620 a f t e r
108an in t e r v a l  o f  e igh teen  years . Quite apart  from the fa c t
that Gongora had p rev iou s ly  exhausted most o f  the p o s s i b i l i t i e s  
o f  the romance m orisco  in both i t s  s e r io u s  and burlesque
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a s p e c t s ,  the p o p u la r ity  o f  the subgenre throughout Spain had
a ls o  dim inished in  favour  o f  the romance p a s t o r i l . Jammes
sp e cu la te s  that both  may have been w r it ten  in  homage to la d ie s
109o f  the Royal Court o f  Spain, saying o f  number 83 :
i l  e s t  d i f i c i l e  de determ iner la  p ortée  
exacte  de c e t t e  com p os it ion  qui semble 
b ien ,  à t ra v e rs  l e s  noms de J a r i fa  e t  
de C elinda , rendre hommage à  quelques 
dames du p a la i s ,  p e u t l t r e  même a la 
re in e  I s a b e l l e  de B o u r b o n . . . .
The su p p o s it io n  i s  reason ab le , f o r  in  the same year Gongora 
wrote ’ Las esmeraldas en yerba ' and ' Al tronco  de un verde 
m ir to '  s p e c i f i c a l l y  f o r  the p r in ce  P h i l ip  and h is  p r in c e s s .
The p l o t  cou ld  e a s i l y  have been suggested by an event a t  Court, 
where perhaps one lady might have sung and played to another 
a t  her l e i s u r e .  The c o u r t ly  ambience o f  these poems i s  pro­
nounced, the language g r a c e fu l  and measured, q u ite  un like  the 
rapid  n a rra t io n a l  s t y l e  o f  1 Servfa  en OrSn a l  rey ' o r  ' Entre
lo s  s u e l t o s  c a b a l l o s ' , and the p oet  seems remote from h is  work,
110a s tance  which Jammes d e s c r ib e s  as " c o l d " .
In  ' Por las  fa ld a s  d e l  A t la n te '  Gongora has not  simply 
returned  to  the romance m orisco  o f  prev ious y e a rs .  The Moorish 
elements o f  th is  poem are in e x t r i c a b ly  interwoven with both a 
v e n a t ic  mode (a s  Loughran e x p la in s )  and with c l a s s i c a l  myth­
o l o g y ;  a l l  three elements are  o f  equal importance to the 
romance. I t  i s  p r e c i s e l y  th is  ju x t a p o s i t i o n  o f  c l a s s i c a l ,  
l y r i c a l  and t r a d i t i o n a l  a sp ects  th a t  renders the romance d i f ­
f i c u l t  to d e c ip h e r .  Regarding i t s  theme Loughran i s  c o r r e c t  
to  say that o v e r a l l  i t  i s  lo v e ,  a lthough p r e c i s e l y  what kind 
o f  lo v e  Gongora in tends  us to understand from i t  i s  not a l ­
to g e th e r  c l e a r .  Loughran sees an ' inherent ambiguity' in  the
rep resen ta t ion  o f  Diana, y e t  f a r  more complex am b ig u it ie s  s t i l l  
can be detected  in  the f i n e r  d e t a i l s  o f  the com p os it ion .
The romance i s  h ig h ly  r e f i n e d  and i t s  c o u r t ly  nature  i s  
r e f l e c t e d  by i t s  d e l i c a t e  s u b je c t  m atter, su b t le  com p os it ion  
and even i t s  language. The romance i s  n o t  arranged haphazardly 
but, l i k e  the scene Gongora evokes , the l in e s  o f  the poem have 
been ' conducido ' r a t h e r  than ’ p r e c ip i ta d o '  , and the movement o f  
the poem appears to  f o l l o w  the movement o f  the water as i t  i s  
d escr ib ed  in  the f i r s t  twelve l i n e s .  A s tron g  sense o f  d iv in e  
in te n t io n  pervades even the f i r s t  few l i n e s :
For las  fa ld a s  d e l  A t la n te ,
no como p r e c ip i t a d o ,
s in o  como conducido ,
a r ro y o  d esc ien d e  c la r o  1 1 .1 -4 .
The t r a d i t io n a l  fo rm u la ic  nature  o f  the f i r s t  l i n e '*''1' 1  i s  t ran s­
formed from the o rd in a ry  by i t s  c l a s s i c a l  a l l u s iv e n e s s .  A t la s ,  
one o f  the T itans , i s  compelled by J u p ite r ,  f o r  h is  p art  in  
t h e i r  r e b e l l i o n ,  to  support the heavens upon h is  sh o u ld e rs .  
Later  he i s  turned in t o  a mountain f o r  scorn in g  Perseus. One 
senses that the f o r c e s  at work in  the poem emanate from the 
very  heavens. I t  i s  there that  the c l e a r  stream o r i g i n a t e s  
and i s  guided in  a predetermined path down through the North 
A fr ic a n  f o o t h i l l s  o f  the A tlas  mountains, guided down, as i t  
were, i n t e n t i o n a l ly :
a fecundar lo s  f r u t a le s
y a dar l i b r e a  a lo s  cuadros
de la s  huertas d e l  X a r i fe ,
d e l  ja r d in  de su p a la c i o .  1 1 .5 -8 .
Here, in  the f o o t h i l l s  o f  the mountains l i e s  a Moorish p a la ce ,  
probably  s im ila r  to  th a t  o f  the Alhambra with  i t s  gardens and
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orchards watered by the c l e a r  mountain stream s. The water 
serves a dual fu n c t io n ;  f i r s t l y  i t  i s  ornamental, l ik e  a 
s i l v e r  l i v e r y  adorning the i r r i g a t e d  gardens, and second ly  
i t  br in gs  f e r t i l i t y  by watering the plant beds. Once in  the 
garden the water i s  channelled  in to  s p i r a l s  which cu rvet  and 
rush around l ik e  Arab horsemen ( c a r a c o l e a r ) :
d iv e r t i d o  en c a r a c o le s ,  
como j i n e t e  a f r i c a n o ,  
comienza en c r i s t a l  co rr ien d o  
y acaba p e r la s  sudando. 11 .9 -1 2 .
At the top  o f  the s p i r a l  the water rushes in  and emerges in  
pearls  a t  i t s  g o a l ,  perhaps l i k e  the A rab 's  horse , beginning 
in  a f r e n z y  and coming to r e s t  covered with beads o f  sweat.
This d e s c r ip t io n  o f  the water in  i t s  downward path always 
serves to  remind me o f  the s t a i r c a s e  o f  the G en era l i fe  in  
Granada in  which the water i s  d iv er ted  down through the hand­
r a i l s  by means o f  a s e r i e s  o f  shallow  and then deeper channels . 
The water appears to form a w h ir lp o o l  o r  s p i r a l  each time i t  
d isappears from view, and i t s  f i n a l  emergence a t  the end o f  
the sta irw ay  i s  f o r c e f u l  enough to send up a shower o f  t iny  
p e a r l - l i k e  d ro p le ts  o f  spray . GSngora perhaps, having v i s i t e d  
Granada, may have a ls o  w itnessed  th is  r e fre s h in g  s p e c ta c l e .
The m o t i f  o f  water con t in u es  as the rush o f  the stream 
' besa la  c o p i a ' ,  b r in g in g  f e r t i l i t y  to the gardens. Droplets  
o f  m o istu re  d is s o lv e  in to  the scented  waters o f  the pa lace  
baths :
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donde Amor fomenta e l  fuego
con la leña de sus dardos
para tem plarle  a X arifa
uno con o t r o  c o n t r a r io :  11 .17 -20 .
The water, conducted down from the heavens ( a i r ) ,  over  the
f o o t h i l l s  (e a r t h )  to  the gardens, s t i r s  the f i r e s  o f  love  as 
i t  ba th es  X a r i f a ' s  body, instead  o f  dousing t h e i r  flam es. A l l  
o f  the na tu ra l e lem ents, earth , a i r  and f i r e ,  are  united  by the 
f i n a l  element o f  w ater .  In t h i s ,  the f i f t h ,  quatra in  o f  the 
poem, a l l  water imagery i s  converted  in to  f i r e  -  the f i r e  o f  
lo v e  s t i r r e d  by the pokers o f  C upid 's  d a rts  whose sh a fts  are 
' l e ñ a '  (wood, f i r e w o o d ) ,  and with which he t r i e s  to m elt  and 
s o f t e n  X a r i fa .  The two th ings are n a t u r a l ly  co n tra ry ,  but here 
Góngora makes one a r i s e  from ou t  o f  the o t h e r .
The ch a ra cte rs  o f  the romance are  now in trodu ced  and f o r
the remainder o f  the poem X ar ifa  w i l l  be bath ing  in  the ' baños'
112o f  the pa lace  o f  X a r i f e ,  her gra n d fa th er .  Her name i s  typ­
i c a l l y  A rab ic  ( th e  h e ro in e  o f  the A bencerra je  bears  the same 
name), and i t  appears fr e q u e n t ly  in  e a r l i e r  romances m o r is c o s . 
The r o o t  o f  the name i s  ' s o b r e s a l i r  en g l o r i a  y d ign idad , ser  
i l u s t r e '  and i t  i s  the fem inine form o f  Sharif meaning noble  
in Arabic.. owner Qf  t he garden, X a r i fe ,  i s  l i s t e d
by Alemany y S e lfa  as a ' Descendiente de Mahoma, por su h i ja  
Fátima, esposa de A l f , an i l l u s t r i o u s  a n ce s try  indeed . I t  i s  
a name f a m i l ia r  from £1 A bencerra je  -  'La  hermosa J a r i f a '  o f  
that  work suggests  an a s s o c i a t i o n  o f  the name with beauty, and 
because  o f  her a n ce s try ,  the beauty o f  t h is  p a r t i c u la r  g i r l  
named X a r i fa  seems to  be o f  a sem i-d iv in e  n a tu re .  These things 
are re-em phasized in  the fo l lo w in g  quatra in  where the c e n tra l  
scene o f  the romance i s  in tro d u ce d .
X a r i fa  i s  d e s c r ib e d  a s :
C in t ia  a f r i c a n a ,
que a b su e lto  e l  hombro d e l  a rco ,  
en las  termas de su abuelo 
e l  sudor depone c a s t o .  11 .21 -24 .
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Here, by in e v i t a b le  a s s o c i a t i o n ,  she i s  a t t r ib u te d  with the 
beauty, d i v i n i t y  and c h a s t i t y  o f  Diana who was sa id  to d w e l l  
on Mount Cynthus. Moon goddess and twin s i s t e r  o f  the sun-god 
A p o l lo ,  Diana i s  u su a lly  d e p ic te d  as a huntress , ca r r y in g  a 
bow over  her  sh ou lder . The A fr ic a n  Cynthia puts down h e r  bow 
to  r e la x  in  the baths o f  her g r a n d fa th e r 's  p a lace ,  and i n  them 
she lo ses  n o t ,  as in  the banos de amor o f  t r a d i t io n a l  p o e t r y ,  
h er  maidenhood, but the sweat and grime o f  the chase. The
cu rren t  which 1acaba p er las  sudando' now a ss im ila te s  the  's u d o r  
c a s to '  o f  the maiden. The symbolism i s  h ig h ly  e r o t i c ;  X a r i f a ' s  
e x e r t io n s  have been chaste , y e t  the f ig u r e  o f  the h un tress  her­
s e l f  i s  p r o v o c a t iv e .  Water and baths convey such s trong  sym­
b o l i c  con n ota t ion s  o f  f e r t i l i t y  that  one cannot help but see 
t h i s  m ingling  o f  ' sudor' as an e r o t i c  image, as i f  X a r i fa  i s  
coup led  here  with the fo r c e s  o f  n a tu re .  At one with n a tu re ,  
she competes with man-made a r t i f i c e ;  the a la b a s te r  o f  th e  bath 
which, f o r  a l l  i t s  g l o s s  and smoothness, i s  n o t  so f in e  a s  her 
s i lk e n  lim bs.
As she bathes, C e l i n d a , w h o  may be a f r ie n d ,  a w h ite
captive s la v e ,  o r  an attendant l i k e  one o f  D iana 's  nymphs,
p lays  on the lu te  and s in g s .  Gongora uses the f i g u r a t iv e
c o n s t r u c t io n  ' en un laud e s c r ib ie n d o '  which i s  w ell  s u i t e d
to the task o f  t ra n scr ib in g  a d i c t a t e d  song on a m usical 
1. 1.6in str im en t .  I t  i s  the god o f  lo v e ,  p e r s o n i f i e d  Amor, who
t e l l s  her what to play and the words o f  the song com plete  the 
romance. Loughran says :
Amor, in  an e f f o r t  to s o f t e n  her d e fences , 
d i c t a t e s  the words o f  her  £ C e lin d a 's ]  song - 
as much an indictm ent o f  her ' c r u e l ty '  as a 
d e s c r ip t io n  o f  her as a s o r t  o f  female 
Cupid.
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He quotes  l in e s  59 to 66 to i l l u s t r a t e  h is  p o in t  and goes  o n : ^ ^
Yet c o n tra ry  to the f u l l  demands o f  Love 
(uno con o t r o  c o n t r a r i o )  she , l i k e  Diana, 
i s  apparent ly  n ot  wounded in  re tu rn ,  and 
remains a l o o f  from the amorous chase , 
p r e fe r r in g  the stag and the boar to  the 
human ' game' s truck  down by her g la n ce .
Cupid, in  h is  cov e tou sn ess ,  would a t t a in  
an u lt im a te  v i c t o r y  in  the game o f  love  
i f  he cou ld  i n f l i c t  the same amorous 
s u f f e r i n g  upon X ar ifa  (D iana) as she 
i n f l i c t s  on o th e r  hap less  m orta ls  who 
meet her  gaze.
The above s u c c in c t  exp lanation  o f  the song w ith in  the poem 
concurs with Loughran's arguments about the v e n a t ic  m o t i f  but 
does n o t  g ive  a d e f i n i t i v e  in t e r p r e t a t i o n  o f  th is  romance.
The p o e t ' s  a l l u s i o n  to Diana and X a r i fa  i s  c l e a r ,  y e t  amor's 
m otive i s  n o t .  We are not  t o l d  why he should  wish to  ' s o f t e n  
her d e fen ces '  . A reasonable  assumption i s  that he does so as 
a su p p lia n t  f o r  an admirer o f  hers ,  but no such lo v e r  i s  e i t h e r  
p resent o r  mentioned, unless o f  cou rse  he i s  p leading on beha lf  
o f  the poet o r  the reader.
Looking more c l o s e l y  a t  the song i t s e l f :
Con arco  y a l ja b a ,
¿quién d ic e  que soy?
¿el h i j o  de Venus?,
¿ la  hermana d e l  Sol? 11.33-36
i t  opens with a conundrum -  I have a bow and arrow; who am I? 
There are two p o s s ib l e  immediate answers to  t h i s :  Venus's  son, 
Cupid, the winged god o f  lov e ,  o r  the sun-god A p o l l o ' s  chaste  
s i s t e r ,  Diana. :Carifa, the romance t e l l s ,  has 'a b s u e l t o  e l  
hombro d e l  a r c o ' , to step  in to  her bath . She i s  a th ir d  can­
d id a te ,  p re v io u s ly  id e n t i f i e d  with the two d i v i n i t i e s .  The 
e s t r i b i l l o  o f  the song co n t in u e s :
1 6 5
¿Quien d icen  que soy?
El h i j o  de Venus;
d icen  b ien ;
La hermana de l S o l ;
d icen  m ejor .  1 1 .3 7 -4 1 .
Loughran i n s i s t s  that  these l in e s  express ' the  ambiguity o f
i d e n t i t y  inherent in  the f i g u r e  o f  Diana i n  many o f  Gongora 's  
118v e n a t ic  poems' but I think that i t  does more than j u s t  t h i s .  
In l i t e r a l  terms both  things cannot apply s im ultan eou s ly .
Cupid and Diana are separate m yth o log ica l  ch a ra c te rs  w ith  d i f ­
fe r e n t  o r i g i n s  and t r a i t s ;  one male and one female. Yet the 
e s t r i b i 1lo  c la im s that  those who c a l l  th is  armed p e r s o n a l i t y  
' e l  h i j o  de Venus' -  ' Dicen b i e n ' . They a r e  r ig h t ,  although 
i f  they were to say ' la hermana del Sol '  th e y  would be more 
c o r r e c t  s t i l l  -  'D ic e n  m e j o r ' .  This i s  n o t  ju s t  ambiguous; 
i t  i s  p la in  con fu s in g ,  e s p e c ia l l y  as Cupid and Diana were never 
mistaken f o r  one another in  m ythology. I t  cou ld  be that the 
e s t r i b i l l o  rep resen ts  X a r i f a ' s  own words, t h a t  perhaps as she 
darts  s w i f t l y  through the trees  some take h e r  to be Cupid 
w h i ls t  she would p r e fe r  to remain chaste  and be mistaken f o r  
Diana.
This would be a major p o s s i b i l i t y  i f  i t  were not f o r  the 
f a c t  that the song i s  sung by C elinda. Furthermore she i s  on ly  
repeat ing  the words o f  Cupid. Everything i s  in verted .  Here 
i s  Cupid saying ' I am Venus' s son, but I am b e t t e r  c a l l e d  
A p o l l o ' s  s i s t e r '  '. There seems to be no l o g i c  in th is  a t  a l l ;  
ambiguity o r  no ambiguity , Gongora i s  t e a s in g  the reader with 
a nonsense h ere , unless  he intends some d ee p e r ,  more sym bolic , 
meaning. I f  the two d i v i n i t i e s  are thought o f  in terms o f  the 
p s y c h o lo g ic a l  s ta te s  they represent then I  think a more s a t i s ­
fa c t o r y  answer emerges. Cupid stands f o r  a love  that wounds 
suddenly and m isch iev ou s ly .  Diana stands f o r  c h a s t i ty  and the
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r e j e c t i o n  o f  l o v e ' s  advances. X a r i fa  e x h ib i t s  both o f  these 
t r a i t s ,  as she i s  capable  o f  making o th ers  f a l l  q u ick ly  in  
love  w ith  her but w i l l  not r e c i p r o c a t e .  Her in s i s t e n c e  that 
she w i l l  no t  succumb to love  i s  con ta ined  in  the words o f  
the son g :  i t  i s  o n ly  when they  c a l l  her Diana that 'D ice n  
m ejor ' •
There i s  a l s o ,  although i t  does n ot  apply  to Loughran's 
v e n a t ic  m o t i f ,  a more s i n i s t e r  s id e  to Diana. She i s  the god­
dess o f  c h i l d b i r t h ,  who can ch o o se  to a s s i s t  women in  labour 
i f  she so w ishes. By b le s s in g  humans with o f f s p r in g  she p lays 
an im portant f e r t i l i t y  r o l e .  Uhen angered she can on ly  be ap­
peased by human-blood s a c r i f i c e s .  These elements o f  her myth­
o l o g i c a l  ch a ra c te r  are fu r th e r  exp lored  in  the next stanza o f  
the romance:
La cuna r e a l ,
que con esp len d or
abrigo  in q u ie t o
en la in f a n c i a  os d io ,
á rb o l  fu e  en las  se lvas
que sombra p res tó
en la m elod ía
de algún ru is e ñ o r .  11 .42 -49 .
The e r a d le  which sh e lte red  the d iv in e  twins, A po llo  and Diana, 
was on ce  a tree  which prov ided  s h e l t e r  f o r  a n ig h t in g a le .  The 
n ig h t in g a le  in  mythology was Philom ela , a ch a ste  p r in cess  raped 
by her  b r o th e r - in - la w  and then m u ti la ted  by having her tongue 
cut o u t .  The t re e  which in  n a tu re  sh e lte red  her i s  cut down 
to be made in to  a c r a d le .  Again Philomela i s  v io la te d  and so 
the c r a d le  i s  an ' abr igo  in q u ie t o '  which can provide no 
s e c u r i t y  because o f  i t s  im p l i c a t i o n s :  f o r  T e re u s 's  crime o f  
v i o l a t i o n ,  P rocn e 's  ch i ld re n  were t o m  to p ie c e s  and served as 
a banquet to t h e i r  fa th e r .  The v i o l a t i o n  o f  c h a s t i t y ,  as
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Diana would wish, i s  appeased b y  the b lood  o f  in n ocen t c h i ld r e n .  
The c r a d le ,  witness o f  a l l  t h i s  in  i t s  o r i g i n a l  form :
. . . e s ,  pu es , 
quien s o l i c i t ó  
a su n a tu r a l
vuestra  i n c l i n a c i ó n .  11 .5 0 -5 3 .
This r a i s e s  even more q u e s t i o n s :  What i s  Diana 's  n a tu ra l i n c l i n ­
a t io n ,  and why has the c ra d le  become a supp liant?
A l l  these d is tu rb in g  and s e m i - e r o t i c  images do not  make 
th is  an easy romance to understand, and one can o n ly  wonder a t  
G óngora 's in te n t i o n .  To re tu rn  to Jammes's su ggest ion  th at  i t  
i s  w r i t te n  f o r  a lady a t  Court, a second, although somewhat 
in com plete , in te r p r e t a t io n  can be proposed f o r  the same s tanza .
A lady, perhaps ra ised  in  C ourt ,  so p o s s ib ly  a p r in c e s s ,  would 
be rocked in  a sp len d id ,  b e a u t i f u l l y - c a r v e d  c r a d le ,  but in q u ie to  
because Court fa v o u r it e s  are n e v e r  fa v o u r i t e s  f o r  long . I t  i s  
the Court i t s e l f ,  the people  com p ris in g  i t ,  who now hope that  
the lady w i l l  turn her thoughts to lov e  and abandon her w e l l -  
preserved  c h a s t i t y .  The e s t r i b i l l o  i s  repeated, and a f t e r  such 
a s o l i c i t o u s  and persuasive  s tan za  one i s  in c l in e d  to agree more 
with the answer -  ' h i j o  de V e n u s ' .
The f i n a l  stanza o f  the song shows X ar ifa /D iana  to be 
r e s i l i e n t  in  her s tan ce .  P ersuas iveness  turns to  b la ta n t  a c ­
cu sa t io n  :
Si i g n o r á i s ,  c r u e l ,  
cuántas deben hoy 
vuestro  m ir a r  almas, 
f i e r a s  v u e s t r o  arpón, 
e l  re ino  l o  diga 
donde más por vos 
t ie n e  que e l  ; ;a r i f e  
v a s a l lo s  Amor. 11 .59-66 .
I f  she should ignore  t h is ,  the kingdom (o t h e r  than that o f  e_l_
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X a r i f e ) wherein her v a s s a ls  o f  love  w i l l  r e s id e  w i l l  presumably 
be T artarus . She wounds many w i ld  beasts  with her arrows and 
the sou ls  o f  men w ith  a s in g le  g la n ce .  This i s  o b v io u s ly  a 
r e fe re n ce  to  the Court where many admirers o f  the lady in  ques­
t i o n  s u f f e r  under her  gaze and would d ie  f o r  love  o f  her . 
Loughran says that she i s  a female Cupid in  her c r u e l t y ,  but he 
does not  take in to  accou nt  that Diana cou ld  a ls o  be c r u e l :  by 
her  o rd ers  Tantalus was condemned always to  unappeased hunger 
and t h i r s t ,  and Actaeon was torn  to p ie c e s  by h is  own pack o f  
hunting hounds.
The f i n a l  qu atra in  o f  the la s t  stanza a ls o  poses problems 
o f  in t e r p r e t a t io n .  N either  Loughran nor Jammes make any attempt 
to ex p la in  these l i n e s :
El monte l o  c a l l e ,  
cuyos tron cos  no 
v i s t e n  por c o r te z a s  
p i e l e s  de leon .  11 .67 -70 .
Their  meaning i s  hard to fathom, but i t  seems to me that ' e l  
monte' i s  n o t  the p la c e ,  un like  ' e l  r e i n o ' , where g o s s ip  w i l l  
spread. The trunks o f  the trees  are naturally adorned with bark 
'n o  v i s t e n  por c o r te z a s  p ie l e s  de l e o n ' ,  that i s  n ot  adorned 
with f u r s .  Here somewhere there seems to be an in t im ation  o f  
the s to r y  o f  A ta lan ta .  She was a huntress and imposed c h a s t i ty  
upon h e r s e l f .  She was n o t  a f o l l o w e r  o f  Diana, and was the 
f i r s t  to wound the Calydonian boar which Diana had sent as a 
punishment to farm ers. She brought about the deaths o f  a l l  her 
s u i t o r s  excep t  Hippomenes. E ither because they d id  n ot  thank 
Venus f o r  her he lp  o r  because t h e i r  untimely d e s ir e  led  them to 
d e f i l e  her  sanctuary with th e ir  love-making (a ccou n ts  d i f f e r ) ,  
they were turned in t o  l i o n s .  The c r u e l t y  o f  Diana i s  apparent,
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as i s  that o f  A ta lan ta  who was q u ite  happy to see men d ie  f o r  
her sake. To re tu rn  to the romance, the p i l l a r s  o f  the pa lace  
w i l l  f o s t e r  rumours about the lady in  q u e s t io n .  The trunks o f  
the tre e s  w i l l  n o t .
Yet the enigma, repeated in  the f i n a l  e s t r i b i l l o , remains. 
The song has n e i t h e r  persuaded X ar ifa  nor  en ligh tened  the 
reader, so what m ight i t s  purpose be? I t s  content seems to be 
not  o n ly  a song o f  persuasion  but a t  the same time, i r o n i c a l l y ,  
a warning to r e j e c t  sexual l o v e ;  f o r  p a r t i c u l a r ly  Diana h e r s e l f ,  
y e t  a l s o  even Venus, C upid 's  mother, d ea l  harshly  w ith  lo v e r s ,  
o f t e n  br in g in g  ab ou t  t h e i r  c r u e l  and t r a g i c  deaths. When 
Diana i s  angered she seeks b lo o d ,  as the fa t e s  o f  Tantalus and 
Actaeon dem onstrate . The crimes that m erited  such harsh pun­
ishments are  s i g n i f i c a n t  in  terms o f  t h is  romance. Tantalus 
d e l i b e r a t e ly  s p ie d  upon Diana a t  her bath and so was condemned 
to s u f f e r  u n f u l f i l l e d  d e s ir e  e t e r n a l l y .  The unfortunate  Actaeon 
came a cross  the goddess a t  her bath as he was hunting and met 
a v i o l e n t  end. The reader f in d s  h im s e l f  in  a p recar iou s  p o s i t i o n ,  
f o r  here he i s  a voyeur a t  the bath o f  X a r i fa  who i s  i d e n t i f i e d  
throughout the romance with the unappeasable goddess? The f i n a l  
e s t r i b i l l o  c on firm s  the r e a d e r 's  f a t e .  I t  would be b e t t e r  f o r  
him i f  he were lo o k in g  on the son o f  Venus, not the s i s t e r  o f  
A p o l lo .
In s p i t e  o f  the com plex ity  o f  t h is  romance, I do n o t  think 
that i t  can be c la s s e d  as one o f  G óngora 's m a sterp ie ces ,  f o r  in 
many ways i t  i s  t o o  complex. Yet i t  e x p e r t ly  combines severa l  
subgenres -  am oroso , m o r is co , mi to l ó g i c o  -  and i s  both  c o u r t ly  
in  language and s im ple  in  s t y l i s t i c  f e a t u r e s .  G óngora 's stroke  
o f  genius was n o t  simply to in c lu d e  and rework c l a s s i c a l  myth­
o lo g y  but to metamorphose the reader h im s e l f  in to  a m y th o lo g ica l
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f i g u r e ,  a c t in g  ou t  h is  own small part in  the god-game.
R obert Jammes g iv e s  a very  f u l l  a n a ly s is  o f  the o ther  la te  
poem, ' En la  fu erza  de Almería' (number 82) in  h is  E tudes .. .
His view i s  that i t  forms the c e n tra l  poem o f  a c y c le  o f  romances 
de Hacen whose s u b je c t  m atter i s  taken d i r e c t l y  from the 
A b en cerra je ,  us ing , in  f a c t ,  the most important moment from the 
n o v e l .  C e l in d a ja  i s  in  a garden, almost a d u p l ica te  o f  the 
garden in  the A bencerra je  with i t s  heady scent o f  jasmins and 
the water p lay ing  in  the baths and fou n ta in s ,  although th is  
garden co n ta in s  more c l a s s i c a l l y  a l l u s i v e  symbolism in  the 
m yrtle  bush, sacred  to  Venus, and the jasm ins , symbolic o f  love , 
grace  and beauty . Jammes i n s i s t s  that i t  i s  a m asterpiece , a l ­
though he g iv e s  no exp lanation  o f  the rom ance 's purpose other 
than as a poem in  homage to a lady.
I t  i s  n o t  a d i r e c t  copy o f  the A ben cerra je . Góngora com­
bines  s e v e r a l  themes: the f i r s t  ( a l s o  found in  the A bencerra je ) 
i s  the i s s u e  o f  f r a t e r n a l  lov e  between c h i ld r e n .  Hacen i s  saved 
from an e a r ly  death by C e l in d a ja 's  fa th e r  and i s  ra ised  as her 
b r o th e r .  Carreño in d ic a t e s  that  the r e la t io n s h ip  between Hacen 
and C e lin d a ja  i s  s i g n i f i c a n t l y  linked to  that o f  c e r ta in  myth­
o l o g i c a l  c o u p le s .  In a note  to the romance, which I f e e l  i s  to 
a g re a t  ex te n t  superfluous to the l in e s  to which i t  r e fe r s  
(numbers 5 3 -5 3 ) ,  Carreño mentions B yb lis  and Caunus, Iphis  and 
lan th e , and Pyramus and T hisbe . Pyramus and Thisbe l iv ed  in a 
ad ja cen t  houses and showed a p re co c io u s  love  f o r  one another. 
Ip h is  was b o m  a g i r l ,  but to spare her l i f e  she was reared as 
a boy. Her m arriage was co n tra c te d  to the b e a u t i fu l  Ianthe, 
and Ip h is  f e l l  in  lo v e  with the g i r l .  Bewailing her unnatural 
d e s i r e ,  she went to  the temple where she was transformed into
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a y o u th .  I  f a i l  to see the s i g n i f i c a n c e  o f  the p a r a l l e l
which Carreño draws here to ou r  understanding o f  the romance, 
a lthou gh  h i s  fu r th e r  r e fe re n ce  to  B yb lis  i s  a l i t t l e  c l e a r e r .  
B y b l i s  loved  her twin bro th er ,  Caunus, who r e je c t e d  her i n c e s t ­
uous advances. She fo l low ed  him everywhere in  her madness and
f i n a l l y ,  consumed by her own t e a r s ,  she was changed in to  a 
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The appearance o f  the fo u n ta in  in  t h is  garden cou ld  be 
seen  to serve  as a fu r th e r  reminder o f  the myth, but the c i r ­
cumstances are  c l e a r l y  not the same. Hacen and C elinda ja  are  
n o t  s ib l in g s  and she shows no p a r t i c u la r  d e s i r e  f o r  him anyway. 
Carreño appears to be reading too  deeply in t o  the romance's 
system o f  a l l u s i o n .  The theme in  question  i s  more l i k e l y  to 
be th a t  o f  id e n t i t y  than o f  f o o l i s h n e s s  in  young lo v e r s .
Hacen d e l i b e r a t e ly  h ides  h is  r e a l  i d e n t i t y ,  even though he is  
unaware o f  the d e c e p t io n :
En la  fuerza  de Almería 
se disimulaba Hacen,
Abencerra je  hurtado
a la  in d ign ac ión  del Rey. 1 1 .1 -4 .
Hacen i s  n o t  who he i s  supposed to  be; n e v e r th e le s s  Amor rather  
c u r i o u s ly  d is g u is e s  h im se l f  as HacSn, o r  in  f a c t  as C e l in d a ja 's  
’b r o th e r '  , in  o rd er  to induce her  to love him:
Por no a l t e r a r  a la mora, 
en un l i s ta d o  a l q u i c e l ,  
manto del A bencerra je ,  
desmintió su desnudez, 
f iando  a un m ir to  sus armas, 
verde frondoso d ose l  
de un mSrmol, que n i  L ucrec ia  
n i  fuente  de ja  de ser ,
P liegue  e l  dorado volumen 
de sus a las  e l  d on ce l ,  
redimiendo c ie g a s  lu ces , 
que más vendadas mSs ven.
Del A bencerra je  luego 
co p ia  hecho tan f i e l ,  
que lo s  dudara e l  concurso, 
equivocado j i iez ,  11 .41-56.
I  say c u r io u s ly  because , unless  her in c l in a t io n s  a re  s im ilar  
to  those  o f  B yb l is ,  C elindaja  would be u n l ik e ly  to  be per­
suaded to  love  by her b ro th er .
Amor's d is g u is e  leads in to  a long persuasion to  love in 
tru e  ' ca rp e  diem' s t y l e .  The f l e e t in g n e s s  o f  youth  i s  empha­
s iz e d  :
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E jerced ,  le  d i c e ,  hermana, 
vu estra  hermosura, y creed 
que tan vana es la  de hoy 
como ingrata  la  de ayer.
F ug it iva s  son las  dos,
usad de esos dones bien,
que en un c r i s t a l  guardáis f r á g i l
lo  caduco en un c l a v e l .
Si o s  r e g u lá is  con las  f l o r e s  
que v i s t e n  esa pared, 
horas son b r e v e s ;  e l  día 
las  ve m orir  que nacer .
Gozaos en sazón, que e l  tiempo, 
te s o re ro  ya i n f i e l  
de ese  oro  que pe iná is ,  
de ese  m a r f i l  que escondéis ,  
desengaños r e s t i t u y e ;  11.61-77
and the e r o t i c  in te n t io n s  are  e x p l i c i t  ( '  que un c r i s t a l  
g u ard á is  f r á g i l / l o  caduco de un c la v e l '  and ' G o z a o s . . .e se  
m a r f i l  que e s c o n d é i s ' ) .  C e linda ja1 s rea c t ion  i s  to  blush d e e p ly .  
She co n s id e r s  th is  to  be an improper and u n c h a r a c te r is t i c  
speech ' de l  joven  que hermano c re e '  . Amor ge ts  no fu rth er  
w ith  h i s  p ersu as ion s .  The r e a l  Hacen a r r iv e s  and Aimor has to 
f l e e  -  ' en su form a/pisando nubes se fue' -  lea v in g  everything 
now to the im agination o f  the reader . I t  cannot be known how 
the c o u p le  w i l l  r e a c t  to one another, whether C e lin da ja  w i l l  
behave lo v in g ly  o r  s c o r n fu l ly  toward Hacen, o r  how he wi l l  
a c c e p t  any change in  her treatment o f  him from the norm.
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As in  romance 83, .'mor i s  up to h is  t r i c k s  again , t ry in g  
to  persuade young g i r l s  to  l o v e .  He i s  d e p ic te d  here as an 
e leg a n t  youth, a c o u r t ly  p layboy :
aquel niño d i o s ,  aquel
f é n i x  desnudo, s i  es ave,
p o l l o  siempre, s in  deber
segundas v idas  a l  s o l ,
n i e t o  d e l  mar en la  f e .  11 .36 -40 .
He attem pts to seduce C elinda ja  who, l ik e  X a r i fa ,  u n w it t in g ly  
re v e a ls  an e r o t i c  charm w h i ls t  taking her bath a f t e r  the in ­
n ocent  e x e r t io n s  o f  dancing :
Coros a lternando  y zambras 
con sus moras, hasta  que 
daba a l  c é f i r o  su fr e n te  
a l j o f a r e s  que beber ,  
de cuya du lce  f a t i g a  
apelaba e l l a  después 
a l  baño, que l e  templaban 
c u r io s id a d  y p l a c e r .  11 .21 -28 .
Once aga in  p e a r l - l i k e  d r o p le ts  o f  p e r s p ir a t io n  are d isp e rse d  in 
the water o f  the bath . A lin  t e l l s  how ' l os  baños ten ían  una 
s i g n i f i c a c i ó n  altamente e r ó t i c a . . . '  and c i t e s  a re frá n  
taken from Correas: "La que de baño v ien e , b ien  sabe lo  que 
q u ie r e " ,  that i s  to say :  ' j u n t a r s e  con e l  varón' .
Zephyrus, the s o f t  west wind, was a lso  a symbol o f  e r o t i c  
d e s i r e  in  mythology, as are  warm breezes  in  t r a d i t i o n a l  Spanish 
f o l k  legend, and C elinda ja  a l low s  the wind to drink up the 
p e a r ls  o f  sweat from her brow. A fu r th e r  e r o t i c  element appears 
a t  l in e  75; combing o n e 's  h a ir  a l s o  in d ica ted  in  t r a d i t i o n a l  
p oe try  a read iness  to meet o n e 's  l o v e r .
The p ic tu r e  emerges o f  a b e a u t i f u l  but as y e t  innocent 
g i r l  who i s  unaware o f  her  own s e x u a l i t y .  Love urges her  not  
to  waste her charms. As with romance number 83 , Góngora has
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c l e v e r l y  couched a p o e t i c  commonplace in  the guise  o f  a romance 
m orisco  n o v e le s c o . This i s  such a c o u r t l y  persuasion to  lo v e  
th a t  Jammes i s  alm ost c e r t a in ly  c o r r e c t  in  b e l ie v in g  i t  to  have 
been w r i t te n  f o r  a young lady a t  Court. Both romances w r i t te n  
f o r  t h is  purpose preserve  the same id e a l i z e d  elegance and myth­
o l o g i c a l  temperament, and emerge as c o u r t l y  and cu ltu red  as  
e i t h e r  the Fabula de Polifemo y Galatea o r  the Soledades . 
Gongora s k i l f u l l y  manipulates the con vent ion s  o f  a d e c l in in g  
genre, the romance m or isco , in  these two la t e  com p os it ion s ,  in  
a t o t a l l y  unprecedented and in im ita b le  manner.
*  *  *  *  *
Gongora e s ta b l ish e d  e a r ly  in  h is  p o e t i c  career  that he was 
capable  o f  w r it in g  conventiona l romances m oriscos  a t  the very  
l e a s t  equal in  q u a l i t y  to those o f  h i s  n ea res t  r i v a l ,  Lope de 
Vega. The q u ant ity  o f  romances m or iscos  he wrote was, however, 
much sm a ller ,  y e t  almost every one r e v e a ls  ca r e fu l  thought and 
in te n t io n s  t o t a l l y  d i f f e r e n t  to those o f  any o th er  w r i t e r  o f  
the romance nuevo. The themes he e la b o ra te d  are n e c e s s a r i l y  
the same as those o f  a l l  o th er  romances comprising th is  sub­
genre , p r im a ri ly  love  and i t s  re levan ce  in  the fa ce  o f  war, and 
a ls o  the themes o f  c a p t i v i t y ,  and sep a ra t ion  from a loved  one. 
N everthe less ,  the o c ca s io n  f o r  w r i t in g  the various types o f  
romance d i f f e r s .  Lope wrote the m a jo r i t y  o f  h is  s e r iou s  rom­
ances m or iscos  as camouflage f o r  a u to b io g ra p h ica l  a f f a i r s  o f  
the h e a r t ,  and many oth er  poets  im ita ted  t h i s .  Although i t  
has been a t  times suggested that GSngora a ls o  p ra c t ised  t h is  
a r t ,  I  do not b e l i e v e  that any o f  h is  romances m oriscos were 
w r it ten  with such a purpose in  mind. The e a r l i e s t  examples o f  
the subgenre in  h is  work were e x p lo r a t io n s  o f  the themes o f  
love  and the separa tion  o f  lo v e rs ,  and are  extremely tender
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and d ig n i f i e d  romances o f  the A fr ica n  k in d . 3 e fo r e  long , 
however, GSngora turned n o t  on ly  to  parody o f  the ' d i s g u is e '  
technique o f  Lope and o th e r s  but a l s o  to s e l f -p a r o d y ,  s u cce s s ­
f u l l y  p o in t in g  up the a b s u r d i t i e s  in  many o f  the s t y l i s t i c  and 
thematic conventions  o f  the subgenre. GSngora d id  n o t  in h e r i t  
unta inted  the id e a l  o f  the sentim ental Moor. His a t t i t u d e  t o ­
wards the l o v e - s i c k  Moor i s  d e c id e d ly  humorous in  in te n t io n ,  
even in  the e a r l i e s t  examples. I t  i s  in t e r e s t in g  to compare 
the dem onstrative Moor o f  ' T r i s t e  p is a  y a f l i g i d o '  and ' Entre 
l o s  s u e l t o s  c a b a l l o s '  w ith  com plaining C h r is t ia n  o f  romances 
such as ' Ciego que apuntas y a t in a s '  and 1 ¿No me bastaba e l  
p e l i g r o . . . ? ' .  Both types are  made to  appear e q u a l ly  r i d i c u l o u s .  
This a t t i t u d e  towards the lo v e r  i s  sharply  c o n tra s te d  with  that 
towards the genuine ly  unfortunate  c a p t iv e s  o f  ' Amarrado a l  duro 
banco' , ' La d esgra c ia  d e l  forzado '  and oth er  such romances, in  
which Gongora d is p la y s  a tenderness and poignancy found in  few 
o f  h is  o th e r  poems.
The romance m orisco  was to become over -exposed  and Gongora 
on ly  returned to  i t  la t e  in  h is  c a r e e r  with new in t e n t i o n s .  
F in a l ly  i t  was to  become once  again  a method o f  r e f l e c t i o n  on 
lov e ,  but from a d i f f e r e n t  an g le .  The la t e r ,  more c o u r t ly ,  
romances n o r i s c o s  no lon g er  deal w ith  war a lthough  the subtheme 
o f  c o n f l i c t  and o p p o s i t i o n  remains a long  with e p i t h e t s  o f  war 
to d e sc r ib e  the p rocess  o f  lov e .  The la t e r  romances were almost 
c e r t a in ly  w r i t te n ,  l ik e  L o p e 's ,  around a c tu a l  events o f  lov e ,  
but d i s t i n c t i v e l y  about the love o f  o thers  around the p oe t ,  not 
o f  the poet  h im s e l f .  The dev ice  o f  h id ing  the id e n t i t y  o f  a 
lo v e r  behind a p o e t i c  mask was as common in  the subgenre o f  the
m oriscos  as i t  was in  the romances p a s t o r i l e s  o f  the Golden
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Age. Gongora perhaps used the romance m or isco  as an a l t e r ­
n a t iv e  to the p a s to r a l ;  in  a s im i la r  way he used the romance 
r u s t i c o  as a r e j e c t i o n  o f  i t .
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Age. Gongora perhaps used the romance m or isco  as an a l t e r ­
n a t iv e  to  the p a s t o r a l ;  in  a s im i la r  way he used the romance 
r u s t i c o  as a r e j e c t i o n  o f  i t .  *
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NOTES TO CHAPTER V
1 R. B a l l ,  G óngora 's parod ies  o f  l i t e r a r y  convention ,
2 v o l s ,  PhD d is s e r t a t io n  (Y a le  U n ivers ity ,  1976 ),  
U n ivers ity  m ic ro f i lm s ,  Ann A rbor, p .257 .
2 A lon so ,  Góngora y e l  P o li fem o , I ,  p .106 -07 .
3 J .  L .  A lborg , H is to r ia  de la l i t e r a t u r a  española , 4 v o l s ,
2nd e d i t i o n  (Madrid, Gredos, 1974), I I ,  'Época 
b a r r o c a ' ,  p . 542-47.
4 As n o te  2 above.
5 Examples o f  t h is  are found in Cancionero de romances s in
año (Antwerp, 1547-1550), and Segunda parte de la  
s i l v a  de romances (Saragossa , 1550). Both in c lu d e  
many romances f r o n t e r i z o s .
6 The Romancero general (Madrid, 1600), con ta ins  something 
o v e r  two hundred romances m o r is c o s , the m a jor ity  o f  which
are p o s i t i v e l y  dreary . However, th is  only serves  
to prove the extent  o f  the g e n r e 's  p op u la r ity .
7 T his  was an Aragonese v e r s io n .  The f i r s t  C a s t i l ia n
appearance was in  the 1562 e d i t io n  o f  Jorge de 
Montemayor's La Diana ( V a l l a d o l i d ) .  A fu rth er  
e d i t io n  was found in  the In ven tar io  o f  Antonio 
V i l l e g a s  (Medina d e l  Campo, 1565). See. K . i \ J n i n n o m ,  T r > t
of "tv-*«. 3 'test's of *Ei , Ml~.fi, Sh  (*95*1),
8 Ramón Menéndez Pidal r e co n s tru c te d  the e p ic  from fragments
o f  the ch r o n ic le s  and b a l la d s  which re fe rre d  to the 
h i s t o r i c a l  even ts .
9 C a r r e ñ o 's dating  fo l lo w s  that in  Chacon.
10 Carreño, Romances, in tr o d u c t io n ,  p .47 :
' Las coordenaciones  tem áticas de "Aquel rayo de la  
guerra " ,  que da p ie  a l  c i c l o  de Abenzulema, c o in ­
c iden  con lo s  rasgos más c a r a c t e r í s t i c o s  de 
género : '  •
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11 Carrasco U r g o i t i ,  El moro de Granada en la l i t e r a t u r a .
PhD th e s is  (Madrid, R ev ista  de O ccidente , 1956).
12 Jammes, E tu d es . . . ,  p . 385-86 .
13 Duran, C o le c c ió n  de romances, 4 v o l s ,  1849-51.
14 J .  M i l l é  y Giménez, Sobre la gen es is  d e l  Q u i jo te ,  C ervantes ,
Lope, Góngora, e l  1 Romancero General' , e l  ' Entremes 
de lo s  romances' (B a rce lo n a ,  1930), p .55 .
M i l lé  y Giménez tends , in  th is  work, to a t t r ib u t e  
a u to b io g ra p h ica l  p r o o f  to  every romance w r i t te n  by 
Góngora, e s p e c i a l l y  in  terms o f  h is  ' r iv a l r y '  w ith  
Lope de Vega, o r  h is  love  a f f a i r s ,  even when ev id en ce  
i s  extrem ely s l i g h t .
15 See a ls o  my d e ta i le d  a n a ly s is  o f  number 16, 'E n tre  lo s
s u e l t o s  c a b a l l o s ' ,  to f o l l o w .
16 Études. . . ,  p .38 7 :
En 1586 d é jà ,  le  romance ' i l u s t r e  ciudad famosa' 
tou t  e n t i e r  déd ié  à Grenade, marque un progrès 
in té r e s s a n t .  Ce n' e s t  pas que c e t t e  com position  
c o n s t i t u e  un c h e f -d '  oeu vre , tant  s ' en fa u t ;  du 
p o in t  de vue form el e l l e  e s t  meme in fé r i e u r e  au 
romance d 'Abenzulema: l e  souci  d 'e x a l t e r  tou tes  
le s  splendeurs a r c h i t e c t u r a l e s  de Grenade, de 
sa lu e r  tous ses sou v en irs  h is t o r iq u e s ,  de d re sse r  
un panorama complet de la  v i l l e  e t  de ses e n v iron s ,  
se rép ercu te  fâcheusement sur le s  dimensions de 
L 'oeuvre  (256 v e r s )  e t  sur sa s tru c tu re ,  souvent 
monotone e t  énum érative.
17 This i s  in t e r e s t in g  because Chacon dates ' Servia en Oran
a l  rey ' a t  1587 and ' Entre lo s  su e lto s  c a b a l l o s '  a t  
158 5.
18 Antonio Carreño' s e d i t i o n  o f  Góngora' s romances in c lu d e s
the Chacón tex t  and adds the Vicuña in ' b a s t a r d i l l a ' ,  
p .1 4 3 -4 8 .
19 A. E. Sloman, ‘ The two v e r s io n s  o f  Góngora 's 'E n tre  l o s
s u e l t o s  c a b a l l o s '  ', RFE, 44 (1961), 435-41.
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Sloman, p .440 .
Sloman, p .441 .
The sense o f  the qu ota tion  i s :
C 'e s t  q u 'en e f f e t  i i s  se ra ttachen t  l 'u n  e t  l 'a u t r e  
C s e r v ia  en Orân a l  rey* and ' Entre lo s  s u e l t o s  
c a b a l lo s Q  à une source  l i t t é r a i r e  p r é c is e ,  
l ' h i s t o i r e  d 'Abindarrâez e t  de J a r i f a . . .  .C e t t e  
parenté a b ien  é té  s e n t ie  par le  con t in u ateu r  de 
Gongora, qui a a jo u t é  une f i n  heureuse au romance 
pour l e  rapprocher encore un peu plus de 1 ' h i s t o i r e  
d 'Abindarrâez e t  de J a r i f a .  E tu des .. . , p . 379.
E tu d es . . . , p . 377-81. Hy c r i t i c i s m  o f  th is  w i l l  be  made
c l e a r  l a t e r .  Lôpez Estrada e d i t io n  o f  El A bencerra je  
(Madrid, Catedra, 1 9 8 0 ) , :
. . . l a  e d i c i ó n  Vicuña prosigue completando la  anécdota 
de forma que se corresponde con e l  e p isod io  i n i c i a l  
d e l  A bencerra je .
He p r in ts  th is  to show i t s  correspondence to  i t  and 
' porque se a t iene  m ejor  a l  
Gongora y e l  P o li fem o, I I ,  p.28.
Jammes, Etudes. . . ,  p . 377-81 . A ls o :
Entre lo s  su e lto s  c a b a l lo s  
de l o s  vencidos  Cenetes 
( 1- 2 )
aquel español de Oran 
un su e lto  ca b a l lo  prende.
(5 - 6 )
argumento del A bencerra je '  .
Servía en Oran a l  rey 
un e s p a ñ o l . . .
( 1- 2 )
T resc ien tos  Cenetes eran 
de este  reb a to  la  causa.
(9 - 1 0 )
Jammes then n otes  that the f ig u re  o f  the Spaniard i s  the 
same in  both  romances, as i s  the combat w ith  the 
Zeneta. Etudes. . . . p . 379 and note  9.
A lo n s o ,p .29.
El A bencerra je , Lopez Estrada e d i t io n  (Madrid, Catedra, 1980 ) .  
Jammes a ls o  l in ks  th is  w ith  ' Servia en Oran a l  r e y '  which 
he co n s id e rs  to be an example o f  Rodrigo de Narvaez 's
a f f a i r  with a married woman. L i t t l e  ev iden ce  e x is t s
f o r  this
180
30 For example:
Después que V e l l id o  D olfos  
aquel traydor  afamado
in  Cancionero de romances. 1550, e d it e d  by 
A. Rodríguez-Moñino, p .215 .
31 El A b en cerra je , p .110 -111 .
The o n ly  example I  can think o f  f o r  two peop le  
being upon one horse i s  in  the s to ry  o f  the rescue 
o f  M elisendra  by G a i fe ro s .
32 El A b e n ce rra je , p . l l l .
33 El A b e n ce rra je , p . l l l .
34 See B. V incent and A. Dominguez O r t iz ,  H is to r ia  de lo s
m o r is c o s ;  Vida y traged ia  de una m inoría  (Madrid,
R evista  de O cc idente ,  1978), p .2 3 2 , :
El éxodo de lo s  granadinos d io  nuevo impulso 
a la p i r a t e r í a ,  a la vez como medio de v id a  y como 
ex p res ión  de o d io  a l  c r i s t i a n o .  Fue la  con ju n c ión  
de es ta  a g re s iv id a d  is lám ica  en Berbería  y la  ex­
p re s ió n  turca  en e l  m editerráneo lo  que h iz o  que e l  
problema tomara en e l  s i g l o  XVI c a r a c t e r e s  de suma 
g ra v e d a d . . . .Las co s ta s  de Berbería no d is ta b a n  
mucho de s e r  también una t ie r r a  de n a d ie ;  lo s  que 
representaban  la autor idad  t e ó r i c a  d e l  su ltá n  d e ja ­
ban a l o s  c o r s a r i o s  actu ar  con toda l i b e r t a d  a cam­
b io  de una p a r t i c ip a c i ó n  en e l  b o t ín ,  c o n s t i t u i d o ,  
p r in c ip a lm en te ,  por ca u t iv o s ,  que suministraban 
mano de obra y eran luego o b je t o  de cu a n t io s o s  
r e s c a t e s .
35 El A b en cerra je , p . 112-113.
36 El A b en cerra je , p .116 .
37 Carreño n otes  that the M elionese 'h a b i ta n  en e l  v a l l e
Meliona y Benaróz, en tre  Oran y T rem ecén '. Most 
i n t e r e s t i n g l y ,  'T en ían se  por descen d ien tes  de lo s  
árabes expulsados de España' -  a fu r th e r  tw is t  o f  
the M oor 's  k n i f e  perhaps? P.146, note  52 .
38 El A b en cerra je , p . 117-18.
39 Alemany y S e l f a :  2,
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30 For example:
Después que V e l l id o  D olfos  
aquel traydor afamado
in  Cancionero de romances. 1550, ed ited  by 
A. Rodríguez-Moñino, p .215 .
31 El A bencerra je , p . 110-111.
The only example I can think o f  f o r  two peop le  
being upon one horse i s  in the s t o r y  o f  the rescue 
o f  Melisendra by G a i fe ro s .
32 El A bencerra je , p . l l l .
33 El A bencerra je , p . l l l .
34 See B. Vincent and A. Dominguez O r t iz ,  H istor ia  de los
m or iscos :  Vida y traged ia  de una minoría (Madrid,
Revista de O ccidente , 1978), p .2 3 2 , :
El éxodo de lo s  granadinos d io  nuevo impulso 
a la p i r a t e r ía ,  a la  vez como medio de v ida  y como 
expresión  de od io  a l  c r i s t i a n o .  Fue la con ju n c ión  
de esta a g res iv id a d  is lám ica  en Berbería y la  ex­
pres ión  turca  en e l  m editerráneo l o  que h izo  que e l  
problema tomara en e l  s i g l o  XVI ca ra c te re s  de suma 
gravedad .. . .Las co s ta s  de Berbería  no d istaban  
mucho de s e r  también una t i e r r a  de nadie ; l o s  que 
representaban la autoridad  t e ó r i c a  del su ltán  d e ja ­
ban a lo s  c o r s a r io s  actuar con toda l ib e r ta d  a cam­
b io  de una p a r t i c ip a c ió n  en e l  b o t í n ,  c o n s t i t u id o ,  
p r inc ipa lm ente , por ca u t iv o s ,  que suministraban 
mano de obra y eran luego o b je t o  de cuant iosos  
r e s c a t e s .
35 El A bencerra je , p . 112-113.
36 El A bencerra je , p .116 .
37 Carreño notes that  the M elionese 'h a b i ta n  en e l  v a l l e
Meliona y Benaróz, en tre  Oran y Tremecén' . Most 
in t e r e s t in g ly ,  'T en ían se  por d escen d ien tes  de los  
árabes expulsados de España' -  a fu r th e r  tw is t  o f  
the Moor's k n i fe  perhaps? P.146, note 52.
38 El A bencerra je , p . 117-18.
39 Alemany y S e l fa :
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se toma muchas veces  por la  l i c e n c i a  e x o r b i t a n t e ,  
desenvoltura  y desvergüenza de lo s  que abusan de 
la verdadera l i b e r t a d . . . . CERV. Quix. tom. 2 . cap .
22. Mucho más dafian a la s  honras de las  mugeres 
las  desenvo lturas  y l i b e r t a d e s  p ú b l ic a s ,  que la s  
maldades s e c r e ta s .
40 El A b encerra je , p . 116-17.
41 El A b encerra je , p . 116-17, n o te  29:
En esta  parte la a lu s ió n  m i t o l ó g i c a  se hace d i r e c t a ,  
y e l  moro, a l  contem plar la  hermosura de e l l a ,  
recuerda la  fábu la  de Sálm acis  y Herm afrodito 
(también p e r ten ec ien te  a l  mencionado l i b r o  IV de 
la s  M etam orfosis , . . .  ) ,  tan  c o n o c id a :  esta  niña se 
enamoro de Herm afrodito, que se bañaba en la  fuente  
que e l l a  p r e s id ía ,  por la  gran b e l l e z a  de e s te  h i j o  
de Mermes y A fr o d i ta ,  y p i d i ó  a l o s  d io s e s  que fun­
d iesen  sus dos cuerpos en uno s o l o .  La fáb u la  
había s id o  traducido  por Juan de M e n a . . . .  Hermafro­
d i t o  r e c ib í a  también lo s  nombres de Andrógino (p o r  
sus dos n a tu ra leza s )  y T roco  (probablem ente asoc ia d o  
de manera confusa con t r o c a r  " c a m b ia r " ) . . .A b indar-  
ráez q u iere  s o lo  s e r  T roco  con la  esperanza de que 
e l  d e s p ie r te  algún amor en J a r i f a .
42 E l A b encerra je , p . 121-22.
43 E l A b encerra je , p .122 :
1 Déjame, pues, c r i s t i a n o ,  c o n s o la r  en tre  mis 
s u s p ir o s ,  y no l o s  ju zgu es  a f la q u e z a ,  pues lo  
fuera muy mayor tener  ánimo para s u f r i r  tan 
r ig u ro so  t ra n ce . '
44 El A b encerra je , p .122 :
' Abindarráez, qu iero  que veas que puede más mi 
v ir tu d  que tu ru in  fo r t u n a .  Si tu me prometes 
como c a b a l le r o  de v o lv e r  a mi p r i s i ó n  dentro  de 
te r c e r o  día yo te  dará l i b e r t a d  para que s ig a s  
tu c a m i n o . . . . '
45 El A b encerra je , p .137 . L e t t e r  from Rodrigo de Narváez
to J a r i f a :
' Los ca b a l lo s  y armas r e s c i b o  yo para ayudarle  a 
defender de sus enem^os. Y s i  en enviarme e l  oro  
se mostró c a b a l le r o  g e n e ro s o ,  en r e s c e b i r l o  yo 
p a re sc ie ra  c o b d ic i o s o  m ercader ; yo o s  s i r v o  con 
e l l o  en pago de la  merced que me h i c i s t e s  en 
s e r v i r o s  de mí en mi c a s t i l l o .  Y también, señora, 
yo no acostumbro robar damas, s ino  s e r v i r l a s  y hon 
h o n r a r la s . '
Y con esto  le s  v o l v i ó  a en v iar  las  d o b l a s . . . .
46 El A bencerra je , p .194 .
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47 There are  s t i l l  severa l parts  o f  th is  romance about which
I am uneasy. The f a c t  that  both use the same h orse  
tr o u b le s  me, as does ( i n  the la t e r  part)  the f a c t  
that  the españo 1 asks the Moor to come back to 
see him (1 1 .9 9 -1 0 0 ) .  The español has a s trange 
a t t i t u d e  towards h is  c a p t iv e  and h is  m otive f o r  r e ­
le a s in g  him i s  not r e a l l y  c l e a r .
48 In Actas d e l  VIo congreso de la A . I .H . (T oron to ,  1 9 7 7 ) ,
49 B a l l ,  P a rod ies . . . ,  I ,  p .272 .
50 The c y c l e  o f  romances w r i t te n  around the ch a ra cte rs  o f
Gazul and Zaida have been s tu d ied  and found to  be  
a s e r i e s  o f  events recounted  from h is  l i f e  w ith  
Elena O sor io .
51 M i l lé  y Giménez, Genesis . . . ,  p .5 9 -6 0 .
Of 'D esde un a l t o  mirador' he says:
Este romance se r e f i e r e  también, según parece , a l  
duque don A nton io :
Porque t ie n e s  e l  pensamiento
en un p r ín c ip e  a ldeano,
que en las r ib e ra s  del Tormes
es noble  a lc a id e  afamado. (RG 1600 IV f . 1 8 2 )
No creemos, n i  mucho menos, casual las  c i r c u n s ta n c ia s  
de que ambas com posic iones se h a l len  la una a c o n ­
t in u a c ión  de la o tra  en la parte  VI d e l  Romancero 
genera 1 : lo  mismo ocu rre  en e l  caso de ' Ensíllenm e 
e l  p otro  r u c i o ' ,  y en e l  de 'Ah , mis señores 
poetas '  y algunas de sus exp res ion es  c o i n c i d e n . . . .
52 B a ll  says that th is  poem i s  not r e la t e d  to L op e 's  even
i f  ¡ l i l l é  y Giménez o v e r - z e a lo u s ly  t r i e s  to make i t  
so.
53 One o f  the terms used by B a ll  to  ca te g o r iz e  parody
w ith in  h is  th e s is .
54 B a l l ,  P a rod ies . . . ,  I ,  p .319.
55 Luis R osa les ,  El sentim iento d e l  desengaño en la p o e s ía  
barroca  (Madrid, 1966), p .3 9 .
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56 R osa les ,  p .3 7 .
57 Ramón Menéndez P id a l ,  Romancero h i s p á n i c o , I I ,  p .1 3 5 .
58 Camamis, p . 3 l .
59 Lope de V ega 's  n ov e la .  Guzmón e l  Bravo
comedia Las Batuecas d e l  Duque de Alba 
Cervantes ' Los t r a t o s  de Argel
'T h e  c a p t i v e ' s  t a l e '  in  Don Q u ijo te  
El amante l i b e r a l
Calderón' s comedia.. El José  de la s  m ujeres»
60 E. Churton, G ó n g o r a . . . ,  I , p . 55 -56 .
61 Camamis, p .4 7 .
62 Camamis, p .4 6 :
Por r e g la  g e n e r a l ,  en 
d e l  s i g l o  XV, e l  tema
lo s  romances f r o n t e r i z o s  
de Granada y  la s  r e la c io n e s
entre  moros y c r i s t i a n o s  aparece  en su imagen mas 
s u p e r f i c i a l  e id e a l i z a d o .  Sin embargo, a medida 
que avanzaba e l  s i g l o  XVI, con la  c r e c i e n t e  
amenaza d e l  imperio otomán y la  ex a sp era c ión  de 
lo s  problem as de lo s  m o r is c o s ,  s u r g ió  un roman* 
cero  nuevo que se daba cuenta de que habfa 
c r i s t i a n o s  ' no airosam ente t r i u n f a l e s  n i  c a b a l ­
lerescam ente  a c o g id o s ,  que y a c ía n  en mazmorras 
enemigas y  remaban a h e rro ja d o s  a g a le ra s  
c o n t r a r i a s ' •
63 . Camamis, p .4 8 .
64 Jammes, E tudes. . .  , p .381 .
65 Again, a lthough  n o t  named, there  i s  a su ggest ion  that
Dragut, who died  in  1560, i s  the p i r a t e  ' c o r s a r io
de tre s  b a j e l e s '  o f  ’ Entre l o s  s u e l t o s  c a b a l l o s ' .
65a bobej'ano £1 e .^tefco de la Ifrica espriAv-ia (Msdnd , Qcetloí, IS70).
66 G arc i laso  de la  Vega, Canción V, stanza 7;
Hablo de aquel c a t i v o
de qu ien  ten er  se debe mas cu idado
que ' s tá  muriendo v iv o
a l  remo condenado
en la concha  de Venus amarrado.
in  P oes ías  c a s t e l la n a s  com p le ta s , e d ite d  by
E. L. R iv e r s  (Madrid, C a s ta l ia ,  1972 ),  p .9 5 .
67 See note to  t h i s  in  the Carreño e d i t i o n  o f  the Romances,
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p .3 9 -4 0 ,  and a ls o  Cervantes, El amante l i b e r a l  in
Novelas e jem plares , ed ited  by M. S. A l t o la g u ir r e
(Madrid, Novelas y  cuentos , 1 9 7 3 ) ,  I I , s
Pero la ingrata  fo r tu n a , no cansada de maltratarme, 
ordenó que estando desde lo  más a l t o  de la i s l a  
puesta a la guarda una c e n t in e la  de lo s  tu r co s ,  
b ien  dentro a la  mar, d escu b r ió  s e i s  ve las  la t in a s ,  
y  en tend ió , como fu e  verdad, que debia ser  o la 
escuadra de Malta, o algunas de la s  de S i c i l i a .
Bajó co rr ien d o  a dar  la nueva, y  en un pensamiento 
se embarcaron l o s  turcos  que estaban  en t i e r r a ,  
cuál guisando de comer, cuá l lavando su ropa; y 
zarpando con no v i s t a  p resteza  d ie ro n  a l  agua los  
remos y a l  v ie n to  la s  v e la s ,  y  puestas las  proas 
en B erbería , en menos de dos h ora s  perdieron  de 
v i s t a  la s  g a le r a s ;  y a s í ,  c u b i e r t o s  con la i s l a  y 
con la  noche, que venía c e r c a ,  se  aseguraron de l 
miedo que habían cobrado .
68 Line 37 h o lds  the sense o f  ' tiempo' a s  both ' time' and
' weather' .
69 Camamis, p .4 8 .
70 C. M. Vega Carney, 'L o s  romances de ca u t iv o s  y lo s
romances m oriscos  g on g or in os :  semejanzas y 
d i f e r e n c i a s ' ,  Romance Notes, 19 ( 1978), 62-66, p .64 .
71 Vega Carney, p .64 .
72 Jammes, É tu d es . . . . p .3 8 3 :
Cette a s s o c i a t io n  de l'amour e t  de l 'e a u  c o n s t i t u e ,  
nous ne tarderons pas à le  v o i r ,  l 'u n  des thèmes 
fa v o r i s  de G ó n g o r a . . . ' .
73 A c y c l e  o f  romances m or iscos  i s  suggested  by Jammes,
Carrasco and A lb o rg .
74 These are two o f  the main argunents o f  Vega Carney 's
a r t i c l e ,  see note  70 above.
75 Jammes, Etudes. . . ,  p .3 8 1 -8 2 :
La présence de ce  r e f r a in  donne au second romance 
un ca ra c tè re  ly r iq u e  encore p lu s  accentué qui met 
en r e l i e f ,  une f o i s  de p lus , la  tendance constante  
chez Góngora à ré d u ire  au minimum la part des 
éléments n a r r a t i f s ,  presque t o u jo u r s  l im ité e  à de 
brèves a l l u s i o n s .
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76
77
78
79
80
81
Jammes, Études. .  . ,  p . 266-68 .
Jammes, Etudes. . . ,  p .3 8 4 .
R o s a le s ,  El s e n t im ie n to . . . ,  p .3 8 :
La cuenca d e l  M editerráneo era un p e l ig r o s  
nadie  podía  tener  en e l l a  segu r id ad ; inseguras 
la s  aguas, inseguras  la s  p la y a s ,  inseguros  sus 
pueblos  r ib e r e ñ o s .  La c o s t a  a t l á n t i c a  también 
era un p e l i g r o ,  pero  mucho menor. El re torno  
d e l  so ldado a l  hogar , la tornaboda de lo s  
amantes o e l  v i a j e  de n e g o c io s  d e l  mercader se 
podían c o n v e r t i r ,  en c u a lq u ie r  momento, en e l  
más a f l i c t i v o  c a u t i v e r i o ,  por l o  cu a l  r e f l e j a n  
siempre e s to s  romances un temor p á l id o  y 
e lem en ta l .  En su e x p re s ió n ,  suavizada por e l  
recuerdo de l o s  romances m o r is c o s ,  se busca 
más la p r e c i s i ó n  que la  b e l l e z a : .
Góngora wrote one o th e r  romance o f  the ' español de Oran'
( '  Entre l o s  s u e l t o s  c a b a l l o s ' ) ,  but i t s  theme i s  
d i f f e r e n t  to that  o f  the romance under d is c u s s i o n .
P. A lz ie u ,  R.Jammes, Y .L is s o r g u e s ,  e d i t o r s  o f  F lo r e s ta
de p o es ía s  e r ó t i c a s  d e l  s i g l o  de o ro  (U n iv e r s i t é
de T oulouse-Le M i r a i l ,  1975 ),  example no 24, p .3 5 .
Aquel l l e g a r  de p r e s to  y a b ra za l  la ,  
aquel ponerse a fu erza  é l  y e l l a ,  
aquel cru za r  sus p iernas  con la s  d e l la ,  
y aquel poder é l  mas y d e r i b a l l a ;
aquel ca e r  deba jo  y é l  sobre  e l l a ,  
y e l l a  c o b r i r s e  y é l  a r r e g a z a l la ,  
aquel tomar la  lanza y em bocalla , 
y aquel p o r f i a r  d é l  hasta m e t e l l a ; . . . e t c .
(my i t a l i c s ) .
A lz ie u  e t  a l . ,  example no 97, p .197 .
Señora, no me f a s t i d i a . . .
S i a l  p o tro  e l  i j a r  no bate  
a c i c a t e ,
y a la  yegua que más vu e la , 
e s p u e la .
y a la muía que más rúa 
púa,
a se r  le rd a  se  h ab itú a ; 
y lo  mismo es la  mujer, 
s i  no la ba te  a l  c o r r e r  
a c i c a t e ,  e sp u e la  o púa.
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82 A lz ie u  e t  a l . ,  no 98? p. 1 *9'-
Al son de l rumor s a b r o s o . . • 
con  c o n d ic ió n  que volvamos 
a la  parte  do sa l im os , 
que pues a l l í  nos  perdimos 
a l l í  cobrarnos  me a g r a d a . . . .
a l  so no 97, p. 197:
' ¿Quién os  engañó, señor? '
. . . l a  mísera p a c ie n te  
con  la  candela  en la mano.
Hicisteis una s a l i d a .
83 A lz ie u  e t  a l . ,  p .191 :
¿Quién os  engañó ,señ or , 
en a ce p ta r  d e s a f í o  
donde e l  premio es e l  honor, 
s in  fu erza ,  t a l l e  n i b r ío  
para b a ta l la  de amor?
84 A lz ie u  e t  a l . ,  no 43 ( a t t r ib u t e d  to Quevedo):
A c o n s e n t i r  a l  f i n  en su p o r f ía  
v ino  una dama con su enamorado, 
porque su n ar iz  había  juzgado 
que tanto  a buena cuenta m eter ía .
Mas a l  revés  s a l i ó  su p r o fe c ía  
porque é l  ten ía  p oco ,  e l l a  sobrado, 
de su er te  que é l  quedaba tan holgado 
que n i  sab ía  s i  entraba  o s i  s a l í a . . . .
85 Carmen Vega C am ey, p . 6 3 -6 4 :
A pesar de que Menéndez Pidal con s id eró  como dos 
grupos d i f e r e n t e s  a l o s  romances m oriscos  y de 
ca u t iv o s ,  resume su c l a s i f i c a c i ó n  con la s ig u ie n t e  
e x p l i c a c i ó n :  para é l  l o s  romances de ca u t iv o s  
poseen c i e r t a  1 sob r ied a d  y c a r á c te r  de r e a l i d a d ' , 
ausentes en e l  romance m orisco , y que é s te ,  en 
cambio, goza de c i e r t a  ' b r i l l a n t e z  y c o l o r i d o '  
que se perd ía  en e l  de ca u t iv o s .  María Soledad 
Carrasco y Robert Jarames sugieren  que tanto lo s  
romances m or iscos  como los  de ca u tivos  caen b a jo  
una misma c a t e g o r ía .  Jammes con s id era ,  que ambos 
se der ivan  de una ' fu en te  de in s p ir a c ió n  común y 
co n s t itu y e n  en r e a l id a d  un mismo c i c l o '  . Dámaso 
Alonso a l  comentar brevemente sobre lo s  romances 
m oriscos  c i t a  como e jem plo  a 'Amarrado a l  duro 
banco' , romance precisam ente  uno de lo s  más 
r e p re se n ta t iv o s  d e l  romance de c a u t iv o :  d i f i e r e  
radicalm ente d e l  romance m orisco  en cuanto a 
forma, tema y uso de l o s  recursos  e s t i l í s t i c o s .  
Juan Luis A lborg , a l  e s c r i b i r  en t o m o  a l o s  
romances m or is cos ,  se  l im ita  a dam os la
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d e s c r ip c i ó n  que hace Dámaso Alonso de e l l o s  y 
enumera de nuevo como e jem plo , 1 Amarrado. . . 1 . . . .
Esta con sta n te  c o n fu s ió n ,  opinamos, surge de lo  
poco c o n o c id o s  y d i fu n d id o s  que son lo s  romances 
gon gor in os  en g e n e r a l .  Con la  ex cep c ión  de lo s  
romances es tu d iad os  por  Dámaso A lonso , y o t r o s  
consagrados por la  t r a d i c ió n  popular , la gran 
mayoría de lo s  romances gon gor in os ,  ya sean 
de c a u t iv o s ,  v e n a t o r io s ,  p i s c a t o r i o s  o m or iscos  
son co n o c id o s  por un grupo muy l im itado  de 
e s t u d io s o s .
86  R. Goldberg, ' Un modo de s u b s is t e n c ia  d e l  romancero
nuevo : Romances de Góngora y de Lope de Vega en 
b a i l e s  d e l  s i g l o  de o r o ' ,  Bulltjtio t+ispcuTcyuc, 72., 0'i7c)JSt> ~9t>.
87 G. Einmons, ' The h i s t o r i c a l  and l i t e r a r y  p e r s p e c t iv e
o f  the "Romances m or iscos  n o v e le s c o s ' "  , H ispania .
44 (1961) 254-259.
5
88 Emmons, p .256 .
89 Einmons, p .259 ,  note  17.
90 Vega Camey, p . 64-65 .
91 D. Chaffee, 'T h e  endings o f  Góngora 's  "S e rv ía  en Oran a l
r e y " ' ,  BHS.59 (1982) ,  15 -20 .
92 The te x ts  she looks  a t  a r e :
Chacón m anuscript
VIENNA -  m s .10313 o f  N a t io n a lb ib l io th e k  (H e s p e lt )  
MADRID -  ms.4127 o f  B ib l i o t e c a  Nacional ( M i l i é )
NAPLES -  B ib l i o t e c a  Brancacciana (F o u lch é -D e lb o sc )  
BADAJOZ -  B ib l i o t e c a  P r o v in c ia l  (R odr fgu ez -M oñ in o ) .
93 E. M. Wilson and J .  Sage, Poesía l í r i c a  en la s  obras
dram áticas de Calderón (London, 1964),  p .1 2 6 :
DON GUTIERRE;
En e s te  medio ( a q u í  entra 
a q u e lla  c i t a  pasada 
de amor; que siendo mi v ida  
n o v e la ,  ya le  hace f a l t a ;  
que n ove la  s in  amor 
es como cuerpo s in  alma) 
puse l o s  o j o s  en una 
b ien  que pobre, i l u s t r e  dama,
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tan d i s c r e t a  como hermosa; 
pero n o ,  como se canta , 
puedo p ro se g u ir  d i c ie n d o :
"Tan amante como amada";*
94 B a lta sa r  Gracián, Agudeza y a r te  de in g e n io , e d i t e d  by
E. Correa Calderón, 2 v o ls  (M adrid , C a s ta l ia ,  1969), 
I ,  D iscurso  X, ’ De las  semejanzas c o n c e p t u o s a s ' , 
p . 129 -30 :
La c o n tr a p o s ic ió n  siempre fu e  gran r e a l c e  de 
toda s u t i l e z a ,  y aqu í de la semejanza, porque hacen 
agra d a b le  armonía en tre  s í  dos de e l l a s  con su 
a n t í t e s i s *  Don Luis de Góngora:
Espuela de honor le  p ic a  
y  freno  de amor le  para ;
No s a l i r  es cobard ía , 
in g ra t i tu d  es d e ja l l a .
En e l  mismo término asim ilado s u e le  h a l la r s e  ya la 
a r t i f i c i o s a  c o n t r a d ic c ió n ,  y e l  saberla  a p l i c a  b ien  
a l  s u j e t o ,  es s u t i l e z a  suma.
I ,  D iscurso  XXIV, p .2 4 2 :
'D e  lo s  concep tos  por una propuesta  extravagan te , 
y de la  razón que se da de la  p a r a d o ja . '
A más d e l  encarecim iento  se  sue le  d o b la r  a l  
a r t i f i c i o ,  añadiendo y mezclando o tra s  e s p e c ie s  de 
agudeza. Declaró don Luis de Góngora la exagera­
c i ó n ,  por  una agradable  co r re sp o n d e n c ia :
Bien podéis  s a l i r  desnudo 
pues mi l l a n t o  no os ab landa , 
que ten é is  de acero  e l  pecho 
y no habéis menester armas.
95 Vega Cam ey, p .6 5 .
96 See G a rc i la s o  de la Vega, soneto X V II :
La noche c la r a  para mi es e scu ra  
la d u lce  compañía amarga y dura, 
y dura campo de b a ta l la  e l  l e c h o .
and P e tra rch :
E duro campo di b a ta g l ia  i l  l e t t o .
97 The fo l l o w in g  l in e s  are those which a r e  n ot ,  a cco rd in g
to  Chacón, Góngora' s ,  but are needed to com plete  
the sense o f  the s to ry  which bréales o f f  a f t e r :
189
. . . M i  señora
tan d u lce  como en o jada .
98 E. M. W ils o n 's  s e c t i o n  on Spanish l i t e r a t u r e  in  Eos, an
enquiry in to  the theme o f  l o v e r s '  meetings and 
p a rt in gs  a t  dawn in  p o e try , e d i t e d  by A . T . Hatto 
(TVie Hague, Mouton, 1 9 6 5 ) .
99 C. S . Lewis, The a l l e g o r y  o f  Love (O x fo rd ,  1936, re p r .
1977),  p . 2 :
The lo v e r  i s  always a b j e c t .  Obedience to  h is  la d y 's  
l i g h t e s t  wish, however w h im sica l ,  and s i l e n t  a cq u i­
e scen ce  in  her rebukes, however unjust are  the on ly  
v i r t u e s  he dares to  c la im . There i s  a s e r v i c e  o f  
lo v e  c l o s e l y  m odelled  on the s e r v i c e  which a feudal 
v a ssa l  owes to h is  l o r d .  The l o v e r  i s  the la d y 's  
'm a n '.  He addresses  her as m idons, which etymo­
l o g i c a l l y  rep resen ts  n ot  ' my lady ' but 'my lord '  .
The whole a t t i t u d e  has veen r i g h t l y  d escr ib ed  as 
' a f e u d a l i s a t i o n  o f  love ' .
100 Corominas' en try  f o r  Dueño/Dueña:
Comp, la  a d v e r te n c ia  de Valdes ' d izen  mi dueño por 
d e c i r  mi amo o mi señor, y aunque sea buen vocab lo  
para d e z i r :  Adonde no stá mi dueño, a l l í  sta  su 
d u e lo ,  y Dado de ru in ,  a su dueño parece , no es 
bueno para u sar lo  en a q u e lla  manera de hab lar '  ,
D ia l ,  de la  le n g .  1
l a t  vg . DttlNUS l a t .  dGmINUS
arab . dü
No p a r e c e . . « s e r  arabismo s in o ,  como nota Menéndez 
P idal (Po e s ía  Árabe. . . ) ,  deb ido  a una in t e r d i c c i ó n  
l i n g ü í s t i c a ,  la  a p l i c a c i ó n  d e l  masculino dueño a 
una m ujer ,  que es común en e l  español c l á s i c o , . . .  
probablemente para e v i t a r  e l  mal sen tido  que habría 
tomado dueña en e l  lenguaje  amoroso.
in  v o l . I I ,  p .2 0 2 .
101 R. Menéndez P id a l ,  P oesía  árabe y p o e s ía  europea, 5th
e d i t i o n  (Madrid, A u s t ra l ,  1963 ) ,  p . 60-61 :
En Aben Házam, e l  amante es s e r v id o r  de su amada, 
a la  c u a l  llama s a y y id i , 'm i s e ñ o r ' ,  o mawláya,
'm i  d u e ñ o ' ,  en m ascu lino , no en femenino) según e l  
h á b ito  c o r r i e n t e  en la poesía  árabe de usar e l  mas­
cu l in o  para d es ig n a r  a l  s e r  amado, la mujer amada, 
ex p res ion es  que es im posib le  no r e la c io n a r  con e l  
m asculino midons, usado por l o s  trovadores  en vez 
de madomna.
Menéndez P ida l adds that th is  i s  n o t  European in o r ig i n
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no im p lica ,  como e l  s e r v i c i o  fe u d a l ,  f i d e l i d a d  y 
a u x i l i o  mutuo e n tre  señor y v a s a l l o ,  s in o  sumisión 
de s ie r v o  a una señora  d e sp ó t ica  e in gra ta
and in  a note  he a d d s :
El uso español de d e c i r  mi dueño y dueño mío a la  
amada no t iene  que v e r  con la p r á c t i c a  provenza 1 , 
pues no es p rop io  s ó l o  d e l  len gu a je  amoroso, s ino 
g e n e r a l :  ' Mencía, ¿ s o i s  vos e l  dueño de esta  casa ' 
C a ld erón ,••.E ste  uso ep iceno  de dueño procede de - 
que dueña vino a s e r  una in t e r d i c c i ó n  l i n g ü í s t i c a ,  
debido a la a n t ip a t ía  por las  dueñas o s i r v i e n t a s  
que ten ían  fama de v i e j a s ,  fea s  y  gruñosas ; ' e l  
v i t u p e r io s o  y a b a t id o  género d u e ñ e s c o ' , que dec ía  
Cervantes.
102 Chacón ( i n  Carreño, p .1 8 2 ,  n otes  to l in e s  4 1 - 5 2 ) :
Estos dos ú ltim os q u a rte te s  son a je n o s ,  en lugar 
de o t r o  s e i s  o s i e t e  suyos, que no han podido h a l l a r .
103 Her f i n a l  remarks, p a r t i c u l a r l y  on the Badajoz v a r ia n t ,
maintain a degree o f  ca u t io n ,  and r i g h t l y  s o .
104 Badajoz v a r ia n t :
e l  galan que atentamente 
se la mira escucha y ama 
le  responde mi señora 
tan dulce  quanto  enojada 
no l l o r e n  o j o s  ermosos 
que aquesas lagrim as bastan 
a borrar  mis pensamientos 
y  a borrar  m is esperancas 
y pues con on rra  y amor 
conbiene que quede y baya 
baya a lo s  m oros e l  cuerpo 
y quede con b os  e l  alma 
s o lo  una g r a c ia  os  pido 
que me sea u e s t r a  g ra c ia  
en las  b a t a l la s  escudo 
y en las  v i c t o r i a s  g ü im a ld a  
dadme v e s t r a b e n d ic ió n  
y permitidme que salga 
a l  rrebato en v e s t ro nonbre 
y en v e s t ro nonbre conbata , 
que de no b o l v e r  a Oran 
s in  v i c t o r i a  o s in  e l  alma 
e s te  bra^o o s  l o  promete 
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CHAPTER VI
THE ROMANCES RUSTICOS
I t  i s  w e l l  known that Góngora was not in c l in e d  to f o l l o w  
s la v i s h ly  the l i t e r a r y  examples o f  h is  p red ecessors  o r  contem­
p o r a r i e s .  W hils t  Lope de Vega and o th e rs  turned from the over ­
worked romance m or isco  to  the romance p a s t o r i l  as a new d isg u ise  
f o r  a ccounts  o f  t h e i r  amorous p u rs u its ,  Góngora r e s i s t e d .  In 
s p i t e  o f  the rap id  r i s e  o f  the p a s to r a l  genre in  both prose 
and p o e try  Góngora d id  not compose a s in g l e  romance p a s t o r i l  
in  the s t r i c t  s en se .  Instead  h is  love  f o r  and a p p re c ia t io n  o f  
the c o u n try s id e  and simple v i l l a g e  p eop le  f in d s  i t s  b e s t  expres­
s io n  in  a handful o f  romances r ú s t i c o s . These d i f f e r  from the 
p a s to ra l  in  that  Góngora does n o t  se t  ou t  to  crea te  an id e a l  
e x is t e n c e  which cou ld  be viewed in  c o n tr a s t  to the r e a l  world . 
His r u s t i c  scenes  and f i g u r e s  are  very much part  o f  the rea l  
world and express  a l l  the g a ie t y  o f  t r a d i t i o n a l  f i e s t a s . In 
the s e r io u s  examples o f  th is  poetry  (b u r lesq u e  romances pose 
d i f f e r e n t  se ts  o f  v a lu e s )  the world Góngora d escr ib es  i s  not an 
Arcadia  where lo v e  i s  no more than k i s s e s .  His lovers  are 
f l e s h  and b lood  with  a l l  the d e s ir e s  and embarrassments o f  the
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f l e s h ,  and they do not spend t h e i r  time as i d l e  shepherds 
s in g in g  as they watch ov e r  t h e i r  f l o c k s .  In stead  they are  
hard-working s o u l s :  rea p ers ,  cowherds, women fe t c h in g  water, 
but ones who know how to  make the b e s t  o f  the few h o l id a y s  
each y e a r ,  dancing, s in g in g ,  and p lay ing  t h e i r  r u s t i c  in s ­
trum ents. I t  i s  t h is  a sp e c t  o f  lo v e  and enjoyment o f  l i f e  
which I  s h a l l  f i r s t  examine.
The popular t r a d i t i o n  o f  Spain, unlike  that  o f  o th e r  
European c o u n t r ie s ,  does n o t  in c lu d e  a corpus o f  dancing songs, 
and in d iv id u a l  examples o f  such songs are few. N evertheless  
G ón gora 's personal ta s t e  f o r  music and the s p e c t a c l e  o f  
cou ntry  dancing i s  s t ro n g ly  r e f l e c t e d  in  se v e ra l  o f  h is  
romances r ú s t i c o s , 'En e l  b a i l e  d e l  e j i d o ' ,  'En  lo s  p inares  de 
Jucar '  and 'A peóse  e l  c a b a l l e r o ' . I  w i l l  dea l with these  three 
in  p a r t i c u l a r  im m ediately , r e f e r r i n g  to  o th e r  examples o f  
romances b a i l a b l e s , 'Guarda c o r d e r o s ,  zagala ' and 'Que se nos 
va la  Pascua, mozas' l a t e r  in  t h is  study . These are s tru ctu red  
in  such a way th at  they can be d iv id e d  in to  a t  l e a s t  three  
s e c t i o n s  each fo l lo w e d  by a r e f r a i n  o r  chorus, as i f  i t  were 
to be danced o r  sung. C erta in  o f  G óngora 's romances were 
indeed  s e t  to music and appeared in  can c ion eros  m u s ic a le s ; f o r
example ' En e l  b a i l e  d e l  e j i d o '  i s  found in  the Cancionero de 
1 2Munich, and Rita Goldberg sp e cu la te s  on how i t  would be 
i n t e r e s t i n g  to d i s c o v e r  i f  the music a v a i la b le  f o r  the dance 
forms o f  the p oe try  was in  f a c t  the o r i g i n a l .  Later  dance 
forms o f  some o f  G óngora 's romances appear to have been adapted 
from the o r i g i n a l  v e r s io n s  by l a t e r  authors as the fa sh io n  f o r  
romances b a i la b le s  ev o lv ed .  Góngora does not seem to have 
w r i t t e n  h is  romances as dances in  the f i r s t  in s ta n c e ,  although
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they convey an e x c i t in g  sense o f  c e le b r a t io n ,  and la t e r  authors
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were in s p ir e d  by bo th  t h e i r  a u th en t ic  atmosphere and b y  t h e i r
a d a p t a b i l i t y .  Goldberg f in d s  ' En e l  b a i l e  del e j i d o '  i n
m anuscript MS.16292 in  the B ib l i o t e c a  Nacional o f  Madrid as
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the ' B a i le  de lo s  C ora les 1 . Others present in  the same volime 
are  'Guarda c o r d e r o s ,  zagala ' ( ' B a i l e  de la s  z a g a l a s ' ) ,  'En un 
p a s to r a l  a lbergue ' ( '  B a i le  d e l  p a s to ra l  a lbergue ' ) and '  Servía 
en Oran e l  rey ' ( ' B a i l e  de Serv ía  en Orán a l  r e y ' ) .  I n  gene­
ra l  these  b a i l e s  had very  v a r ie d  themes, but Goldberg o b s e r v e s :
Como echará de v e r  e l  l e c t o r . . .  a l  
aprovechar un romance en la composi­
c ió n  se nota  una marcada pre feren c ia^  
por l o s  romances de asunto p a s t o r i l .
The t e x t  o f  Góngora' s romance i s  on ly  used as a po in t  o f  depar­
tu re ,  as i f  the w r i t e r  o f  the b a i l e  needed a popular and w e l l -  
known poem a n d /o r  i t s  music in  o rd e r  to a t t r a c t  an a u d ie n ce .
The p o p u la r i t y  o f  some o f  these  romances b a i la b le s  was tremen­
dous and l i k e  many romances nuevos they were o f t e n  to become 
regarded as ' t r a d i t i o n a l ' .
Góngora i s  known to  have w ritten  o n ly  f o r  p r iv a t e  c i r c u ­
l a t i o n  in  the f i r s t  in s ta n c e ,  u n lik e  Lope de Vega, who wrote 
f o r  p u b l i c  approval and whose works were published a lm ost  as 
soon as they had been com pleted . Knowing t h is ,  i t  i s  n o t  very 
l i k e l y  th a t  he would have changed h is  h ab its  where the romance 
b a i l a b l e  was concerned and have begun to w r ite  f o r  the d e l ig h t  
o f  the genera l p u b l i c .  What seems more a c cep ta b le  i s  th a t  he 
may indeed have w r i t t e n  c e r t a in  b a i l e s  t e a t r a le s  f o r  p o s s i b l e  
performance a t  c o u r t  by h is  a c t o r  and musician f r i e n d s .  He d id , 
a f t e r  a l l ,  w r i te  o th e r  dramatic p ie ces  in  Las firm ezas de Isabe l 
and El d o c to r  G a r l in o .  His use o f  named characters  a lr e a d y
s t e r e o t y p i c  in  the r u s t i c  pasos o f  Lope de Rueda and Juan del
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Encina are  some small p ro o f  o f  h is  knowledge o f  and i n t e r e s t  
in  such th in g s .  Menga, B ias , G i l ,  ' e l  a l c a l d e '  and ' e l  cura ' 
are  a l l  t h e a t r i c a l  personages w ith  a t r a c e a b le  h i s t o r y ,  and 
Gongora 's  c a r e fu l  s t r u c tu r in g  and in te r p la y  o f  n a r r a t iv e ,  
d ia logu e  and r e f r a i n ,  o f t e n  l i t t l e  more than a ' l e t r a  para 
can tar '  , convey a c l e a r  sense o f  popular th e a tre .
To look  more deep ly  a t  t h is  a sp ect  o f  the romances 
r u s t i c o s  I  s h a l l  now examine three  o f  the romances r u s t i c o s  
mentioned above, beg inn ing  with romance number 60, ' En e l  
b a i l e  d e l  e j i d o ' .
* * * * *
' En e l  b a i l e  d e l  e j i d o '  i s  a f i n e  i l l u s t r a t i v e  example 
o f  the romance t e a t r a l  o r b a i l a b l e . 6 The p l o t  i s  sim ple and 
com p le te :  a young g i r l  lo s e s  her beads and they are found 
again  a f t e r  a g en era l search .  The ch a ra c te rs  are Menga, the 
M ayor's  nephew (unnamed), the p r i e s t ,  Anton, B a r t o l i l l o  and 
G i l  P e ra le s ,  a l l  in d iv id u a l i z e d  and each with  an eq u a lly  
im portant r o l e  in  the s t o r y .  We a ls o  note  the presence  o f  
o n lo o k e r s ,  perhaps the remainder o f  the v i l l a g e r s ,  who comment 
on the conduct  o f  t h e i r  neighbours in  the e s t r i b i l l o s , much as 
a Greek t h e a t r i c a l  chorus might have done. The p lo t  o r  a c t io n  
i s  d iv id e d  in to  three  equal ' a c t s ' .  The f i r s t  t e l l s  how 
Menga, unaccustomed to  dancing, lo s e s  her c o r a l  beads. In the 
second everyone searches  f o r  these beads u n t i l  B a r t o l i l l o  says 
he has found them. I t  i s  a f a l s e  alarm. In 'A c t  th ree '  Anton 
f in d s  them a t  l a s t  and the play ends with a song to the sound 
o f  G i l ' s  p s a lt e ry ,  and very l i k e l y  with a dance t o o . 6 Each 
' a c t '  in  i t s  turn i s  fo l lo w e d  by a short  chorus , which a c ts  as
an in te r lu d e
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The romance makes no profound comment on moral, p o l i t i ­
c a l  o r  h i s t o r i c  i s s u e s .  There i s  n e ith e r  r e fe r e n c e  to p a r t i c ­
u la r  p laces  n or  to a c tu a l  p eo p le .  Both names and landscape 
are  s t y l i z e d  in  ' c e t t e  campagne de f a n t a i s i e  qui e s t  à la 
mode à c e t t e  ép o q u e '.^  Jammes regards t h i s  as a t o t a l l y  con ­
v e n t io n a l  poem in  which the characters  a id  the con form ity  o f  
the poem:
Tous ces  personnages sont vus a v e c  une 
i r o n i e  g ra c ieu se  e t  b ien  v e i l l a n t e ,  car 
l e  ton du romance e s t  p la isa n t  d 'u n  bout 
a l ’ a u tre .  Cet humour.. . é t a i t  pour 
Góngora la seu le  manière p o s s i b l e  
d 'a b o r d e r  un thème rebattu  e t  conven ­
t i o n n e l ,  en un mot de se con form er à 
une mode.
Jammes does n o t ,  however, in d ic a t e  the 'm ode ' he has in  mind. 
C er ta in ly  the romance i t s e l f  became very p o p u la r :  Lope de Vega 
c o p ie s  i t  tw ic e ,  once in  Los pastores de B elén  and again  in  
Los ponces de Barcelona (1 6 1 7 ) ,  and i t  i s  t r u e  that one d e r iv e s  
the same kind o f  amusement watching th is  puppet show as that 
o f  Maese Pedro in  Cervantes' s Don O u i jo t e . However, i t  does 
not  f i t  in to  any o f  the conventions  o f  t r a d i t i o n a l  images and 
m o t i f s .  I t  i s  n o t  as simple as a t  f i r s t  i t  appears, f o r  
Góngora cou n ters  every m o t i f  o f  a t r a d i t i o n a l  nature with  a 
learned o r  c o u r t l y  one.
The f i r s t  quatrain  i s  composed o f  t r a d i t io n a l  e l e ­
ments and popular  form ulas:
En e l  b a i l e  del e j i d o ,
( ¡nunca Menga fuera a l  b a i l e ' . )  
p erd ió  sus c o r a le s  Menga 
e l  d isanto  por la tarde. 1 1 .1 -4 .
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The romance makes no profound comment on moral, p o l i t i ­
c a l  o r  h i s t o r i c  i s s u e s .  There i s  n e i t h e r  re fe ren ce  to p a r t i c ­
u la r  p la c e s  nor  to a c tu a l  p e o p le .  Both names and landscape 
are  s t y l i z e d  in  ' c e t t e  campagne de f a n t a i s i e  qui e s t  a la 
mode a c e t t e  e p o q u e ' .^  Jammes regards t h i s  as a t o t a l l y  con­
v e n t io n a l  poem in  which the ch a ra c te rs  a id  the con form ity  o f  
the poem:
Tous ces  personnages son t  vus avec une 
i r o n i e  g ra c ie u s e  e t  b ie n  v e i l l a n t e ,  car  
l e  ton du romance e s t  p la i s a n t  d 'un  bout 
a l ’ a u t r e .  Cet h u n ou r . . . é t a i t  pour 
Géngora la  seu le  manière p o s s ib l e  
d 'a b o r d e r  un thème reb a ttu  e t  conven­
t i o n n e l ,  en un mot de se  conformer à 
une mode.
Jammes does n o t ,  however, in d ic a t e  the 'mode' he has in  mind.
C e rta in ly  the romance i t s e l f  became very p op u lar :  Lope de Vega
co p ie s  i t  tw ice ,  once in  Los p a sto res  de Belén and again  in
Los ponces de Barcelona (1 6 1 7 ) ,  and i t  i s  true  that one d er iv es
the same kind o f  amusement watching th is  puppet show as that
q
o f  Maese Pedro in  Cervantes ' s Don Q u i j o t e . However, i t  does 
n o t  f i t  in to  any o f  the conventions  o f  t r a d i t i o n a l  images and 
m o t i f s .  I t  i s  n o t  as simple as a t  f i r s t  i t  appears, f o r  
Góngora cou nters  every  m o t i f  o f  a t r a d i t i o n a l  nature with a 
learned o r  c o u r t ly  one .
The f i r s t  quatra in  i s  composed o f  t r a d i t io n a l  e l e ­
ments and popular form ulas :
En e l  b a i l e  d e l  e j i d o ,
( ¡nunca  Menga fuera a l  b a i l e ' . )  
p e rd ió  sus c o r a le s  Menga 
e l  d isa n to  por la ta rd e .  1 1 .1 -4 .
Events which take p lace  on, o r  on  the eve o f ,  a s a in t ’ s day 
are common to the t r a d i t io n a l  l y r i c ,  and the most favoured  
day o f  a l l  f o r  popular poetry  i s  ' e l  d ía  de San Juan' , Mid­
summer day, 24 June. Here the s a i n t ' s  day i s  not i d e n t i f i a b l e .  
I t  cou ld  be a t  any time during the  year, but the p o s s i b i l i t y  
o f  Góngora intending i t  to be S t  John's day cannot be ru led  
ou t  p r e c i s e l y  because he has n o t  deemed i t  n ecessary  to  g iv e  
fu r th e r  q u a l i f i c a t i o n .  The m ost  ce le b ra te d  f e s t i v a l  o f  popular 
p o e try ,  always the f i r s t  to s p r in g  to mind.,, i s  very  l i k e l y  the 
one that  Góngora intended. Even i f  i t  were n o t ,  as each reg ion  
(even  each v i l l a g e )  in  Spain i s  in c l in e d  to  observe  i t s  own 
p a r t i c u l a r  f i e s t a , n o t  too g r e a t  a harm w i l l  be done i f  we 
imagine i t  to be the día de San Juan, f o r  the a c t i v i t i e s  o f  
any h o l id a y  are much the same throughout the pen in su la .
José  María A lin  t e l l s  us that  ' la noche de San Juan era , 
desde an tigu o , noche de amor, heredado de r i t o s  paganos, noche 
p r o p ic ia  para e l  encuentro de l o s  amantes'.^  An A stu r ian  
co p la  ' se r e f i e r e  a l  d isanto de la  Virgen de la  Salud que se 
c e le b r a  en e l  pueblo de Carreña. Tiene la  misma in te n c ió n  
p ic a r e s c a  aquella  o tra  que se ca n ta  en Luarca en la Romería 
d e l  d ía  de San Roque' .* *  C orreas  a lso  s u p p l ie s  a r e frá n  
r e f e r r i n g  to  that day:
La mañana de San Juan, mozas, vamos a coger  rosas
where p ick in g  roses  i s  used e i t h e r  as a metaphor o r  as an12excuse f o r  meeting a lov e r .  The s a i n t ' s  day i s  l in k ed  with 
th is  idea in  many t r a d i t io n a l  l y r i c s  and the a s s o c i a t i o n s  can­
not be otherw ise  here . The v e r y  mention o f  a f e s t i v a l  i n t r o ­
duces con notation s  o f  love ,  and coupled with a sense o f  l o s s  -  
' p e r d i ó  sus c o r a le s ,  Menga' -  th e  idea o f  the g i r l ' s  f i r s t
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sexual encounter  i s  not m erely  h in ted  a t  but in  f a c t  made
e x p l i c i t *  In h is  L ír i c a  h isp á n ica  Martínez T o m e r  g iv e s  two
v e r s io n s  o f  popular l y r i c s  which use e x a c t ly  t h is  d ev ice  to
13suggest the same th in g :
Cuando s a l í  de Cabrales 
l l o r a b a  una ca b ra l ie g a  
porque p erd ió  sus c o r a le s  
en la Salud de CarreSa.
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En e l  campo de San Roque 
p erd ió  yo una l i g a  verde .
A diós  campo de San Roque 
donde las  l i g a s  se p ierden .
Just how complex t h is  i n i t i a l  quatra in  i s  does not become
apparent on f i r s t  rea d in g .  In a few l in e s  Góngora has a lready
in trodu ced  nunerous ideas  in  a t r a d i t i o n a l  v e in .  Menga has
l o s t  her  c o r a l  beads; a simple enough statement, ex cep t  that
the c o r a l  beads are laden with  s ig n i f i c a n c e  because o f  t h e i r
a s s o c i a t io n s  with a sexual encounter , the b r ig h t  red c o lo u r  o f
the beads su ggestin g  the l o s s  o f  o th e r  more p r ized  p o s s e s s io n s .
I t  appears th a t  in  popular p oe try  a l l  r e fe r e n c e s  to  c o r a l  are
14s im i l a r ly  e r o t i c  in  in t e n t i o n .
Menga lo s e s  her c o r a l  beads in  the a ftern oon  o f  
the s a i n t ' s  day. R eferences  to  the eve and the morning o f  the 
day are  common but I have n o t  y e t  encountered another instance  
o f  ' por la  tarde '  in  t r a d i t i o n a l  so u rce s .  There are severa l  
p o s s ib l e  in t e r p r e t a t io n s  f o r  t h is  probably  d e l ib e r a t e  d ev ia ­
t io n  from the norm. Góngora in tends  to show that t h is  i s  a 
s l i g h t l y  d i f f e r e n t  a f f a i r .  I t  i s  no t  an encounter o f  which 
everyone knows y e t  to  which they turn a b l in d  eye . Menga i s  
desperate  to con cea l  her lo v e  a f f a i r  from o t h e r s .  She may, 
t h e r e fo r e ,  be cov er in g  up f o r  h e r s e l f  by saying that she l o s t  
the beads w h i ls t  dancing in  the a fte rn oon  on the common, when
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in  f a c t  they were l o s t  e a r l i e r  in  the day, o r  on the prev ious  
evening. Yet G ón gora 's a d d it io n  o f  the bracketed  remark -  
(inunca Menga fuera  a l  b a i l e ' . )  -  i s  a su b t le  note  to the reader  
o r  l i s t e n e r  th a t  she i s  not to be b e l i e v e d .  These are  the 
words spoken in  w hispers by the v i l l a g e  g o s s i p s .  I f  the poet 
knows t h i s ,  s u r e ly  o th e r s  in  the v i l l a g e  must a l s o  know. The 
parentheses and exc lam ations  are the c o n t r a d ic t io n  o f  someone 
who knows b e t t e r .  Menga did not  l o s e  her c o r a le s  ' e l  d isa n to  
por la  tarde ' a t  a l l ,  y e t  the o b s e r v a t io n  i s  d e l i b e r a t e ly  
ign ored .  I t  would seem that most o f  the v i l l a g e r s  have n o t  
missed her presence  a t  the b a i l e , and have accep ted  her word. 
Thus the n a r r a t iv e  c o n t in u e s :
Dicen que se lo s  d io  en f e r i a s ,  
t r e s  o cuatro  d ía s  an tes , 
e l  Pframo de su a ld e a ,  
e l  s ob r in o  de l A lc a ld e .  1 1 .5 -8 .
Rumour has i t  that the c o r a l  beads were a g i f t  from the M ayor 's  
nephew, who i s  not named, and why e l s e  should he have g iv en  her 
such a p re c io u s  l i t t l e  g i f t  o th e r  than as a token o f  h is  love?
G i f t s  o f  love  were common, o f t e n  c o n s is t in g  o f  a b e l t  o r  
a r ibbon , and t h is  c in t a  o r  cordon was a s ign  o f  being in  love  
and o f t e n  c la s s e d  as an item o f  a woman's j e w e l l e r y .  Further­
more, A l in  t e l l s  us how i t  was a s ig n  o f  v i r g i n i t y  and i f  some­
one were to take i t  away in  t r a d i t i o n a l  l y r i c s  then that was a 
sure i n d i c a t i o n  o f  love -m a k in g .15 No-one has taken away 
Menga's beads; she has q u ite  f o o l i s h l y  l o s t  them through her 
own c a r e le s s n e s s ,  hence her remorse as d e s c r ib e d  in  the th ird  
quatra in  o f  the romance.
So fa r  I  have been s o l e l y  concerned with the r u s t i c  
elements o f  the poem, but as I p o in ted  out e a r l i e r ,  these are
u su a l ly  con tra sted  with more learned id e a s .  The second 
quatra in  in trod u ces  us to Pyramus, a Babylonian youth who 
loved  T hisbe . Through h is  th ou ght less  and rash behaviour 
both  he and Thisbe came to t h e i r  t r a g i c  deaths on the n ig h t  
o f  t h e i r  elopement b e fo r e  t h e i r  love  had been consummated.
' El Píramo de su a ld ea '  suggest the r e la t io n s h ip  between 
Menga and the M ayor 's  nephew, who i s  sure to  be an e l i g i b l e  
b a ch e lo r  in  the v i l l a g e .  The c l a s s i c a l  a l lu s io n s  conta in  
the idea o f  the b o y -n e x t -d o o r  with whom Menga must have 
s e c r e t l y  arranged a l o v e - t r y s t .  Góngora puts h is  own value 
on the g i f t  Menga r e c e i v e s :
Los c o r a le s  no ten fan
lo s  extremos que e l l a  hace, 11.9-10
n ot  sumptous p e a r ls ,  maybe not  even r e a l  c o r a l  -  'Porque de 
c r i s t a l  fueren ' -  but g la s s  beads. He suggests that she i s  
making ra th er  a fu ss  about such w o rth le ss  o b j e c t s .  O bviously , 
then, f o r  her to c ry  over  them, the beads must have stored  
some s p e c ia l  sentim ental va lue  f o r  Menga. As they are made 
o f  g la s s  her  tears  o v e r  t h e i r  l o s s  im ita te  them -  ' l l o r ó  
Menga c r i s t a l e s '  . Her c r y s t a l  tea rs  a re  not a t  a l l  l ik e  
the p e a r l - l i k e  d r o p le t s  from the eyes o f  a Petrarchan lady . 
Góngora im p lies  that they s u i t  her  s t a t i o n  in  l i f e ,  yet  the 
o n look ers  o f  her v i l l a g e  who see her r u s t i c  beauty as a jew el 
in  i t s e l f ,  look on the tears  as fa r  more p rec iou s ,  in  s p it e  
o f  t h e i r  f o o l i s h  w aste :
iQuién oyó ,  z a g a le s ,
d e s p e r d ic io s  t a l e s ,
que derrame p e r la s
quien perd ió  c o r a le s ?  11 .13-15 .
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The e s t r i b i l l o  l i l t s  a long  n a tu r a l ly  and as r a p id ly  as a 
t r a d i t i o n a l  ' l e t r a  para can tar '  • I t s  s i m i l a r i t y  to  a re frá n  
i s  emphasized by the use o f  a genuine proverb  in  the f o l lo w in g  
q u a tra in .  These l in e s  d e s c r ib e  how the  worth o f  the beads i s  
exaggerated  as the search f o r  them widens and Góngora i n t r o ­
duces the r e fr á n  'u n  lo c o  c ie n t o  h a c e ' . 16 A lb e r to  Sánchez 
a l lu d e s  to  the c o l l o q u i a l  nature o f  the phrase in  h is  a r t i c l e  
on the comic elements o f  G óngora 's p o e t r y .^ A humorous 
p i c t u r e  i s  evoked o f  the p r i e s t  donning h is  s p e c t a c l e s  to  
h e lp  f in d  the c o r a l  n e ck la ce ,  with the l o g i c a l  reason ing  that 
i f  they can make the r e d - l e t t e r e d  t i t l e s  o f  the books o f  
learned  canon law appear l e g i b l e ,  then they w i l l  he lp  him spot 
the  redness o f  the s t r in g  o f  t in y  bea d s :
Ya e l  cura se p reven ía  
de lo s  a n t o jo s  que saben, 
en rú b r ica s  c o lo r a d a s ,
hacer  la  l e t r a  más grande. 1 1 .2 1 -2 4 .
I t  seems as though the whole v i l l a g e  has jo in e d  the 
sea rch  when suddenly :
. . . a l b r i c i a s  p ide  a g r i t o s
B a r t o l i l l o  con d o n a ire ,
por haber h a l lad o  a Menga
en sus la b io s  l o s  c o r a l e s .  11 .25 -28 .
Cheeky l i t t l e  B arto lo  has come up with a w i t ty  s o lu t i o n  here 
and one wherein Góngora c l e v e r l y  ju x ta p o se s  learned p o e t i c  
id e a s  with t r a d i t i o n a l  c u l t u r e .  B a r t o l i l l o  announces h is
f i n d  ' con d on a ire '  -  a word fr e q u e n t ly  used in  c o u r t ly  l i t e r -
18a tu re  to denote  e legance  and g r a c e .  In c o u r t ly  p oe try  the 
l o v e r  fr e q u e n t ly  envisaged je w e ls  in  the la d y 's  countenance, 
f o r  example, sapph ires  f o r  her  eyes , r u b ie s  in  her l i p s  ( s e e  
l i n e  31 and n o t i c e  that c o r a l  a ls o  became a standing e p i t h e t
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f o r  l i p s ) .  Menga i s  n o t  a lady o f  high b ir th  and so her  l i p s  
appear to  B a r t o l i l l o  as dark pink c o r a ls  ra th er  than red 
r u b ie s .  He pays her  a somewhat reduced c o u r t ly  compliment 
w h i ls t  a t  the same time tea s in g  her . Donaire can a ls o  be taken 
to  mean ' e l  c h i s t e  y g r a c ia  que se d ice  para a t r a e r  las  volun­
tades de lo s  que escuchan' ( D ic c io n a r io  de a u to r id a d e s ) .  With 
h is  l i t t l e  jok e  he i s  drawing a t t e n t io n  to  M enga's g u i l t y  
s e c r e t ,  f o r  he has d iv in ed  that her c o r a ls  are on her l i p s .
The sexual innuendo here i s  n o t  d i f f i c u l t  to p e r c e iv e ,  although 
i t  i s  c l e a r e r  in  th is  v e r s io n  where the m issing o b j e c t s  are 
r e fe r r e d  to  as ' lo s  c o r a le s '  ra th er  than 's u s  c o r a le s '  (Chacón) 
where the Spanish p re fe re n ce  i s  f o r  the d e f i n i t e  a r t i c l e  rather 
than the p osse ss ive  a d je c t i v e  when r e fe r r in g  to  parts  o f  the 
body.
The form o f  the e s t r i b i l l o  remains the same a lthough the 
words change to s u i t  the c o n te x t  o f  the poem -  ( In Jammes's 
a r t i c l e  on the poem he shows how in  Chacón the e s t r i b i l l o  
remains the same throughout the romance, thereby prov ing  the 
in a u t h e n t i c i t y  o f  that  v e r s io n ,  because one can see  that the 
f i r s t  r e f r a i n  i s  in com pat ib le  with la t e r  parts  o f  the poem 
o th e r  than that which im mediately f o l l o w s . ) :
¿Quién o y ó ,  zaga les ,  
venturas ig u a le s ,  
que h a l l e  rubíes
quien perd ió  c o ra le s ?  1 1 .3 4 -3 6 .
The search resumes in  the f i n a l  ' a c t ' , o f  which the f i r s t  
quatra in  g iv e s  fu r th e r  in form ation  as to how Menga came to lo se  
her beads on the e j i d o :
qme yendo Menga a lavarse ,
se l o s  d e jó  en tre  la ju n c ia
d e l  arroyo  de lo s  sauces. 11 .3 4 -3 6 .
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She was bathing in  a stream, hidden from view by the reeds 
and the t r a i l i n g  w eep ing-w illow  branches . The sauces 
resem ble those a long  the banks o f  the Tagus where the nymphs 
o f  G a r c i la s o ' s  poetry  bathed -  here i s  Menga in  another semi- 
c l a s s i c a l  r o l e  -  but the stream and her bathing in  i t  hold  
f a r  deeper sym bolic  and e r o t i c  meaning in  popular t r a d i t i o n .
Cummins e x p la in s  how the spr in g  o r  r i v e r  i s  the e r o t i c  
elem ent in  the t r a d i t i o n a l  l y r i c ,  with the riverbank as the 
l o v e r s '  meeting p la c e ,  where the g i r l  would go to wash.
' Vanarse, v a le  algunas vezes  la v a rse ,  aunque sea en e l  r í o  o 
en e l  mar' says Covarrubias and t h is  a c co rd in g  to A lin  was a 
common a cce p t io n  o f  ' lavar '  . A l in  f in d s  fu r th e r  p roo f  o f  the 
e r o t i c  value o f  baths and fo u n ta in s .  Washing s h ir t s  tended 
to have much the same sym bolic  fu n c t io n  in  t r a d i t io n a l  poetry  
as the  two lo v e rs  bathing t o g e t h e r :
En la fuente  d e l  r o s e l  
lavan la  niña y e l  d o n c e l .
Examples are so numerous i t  i s  n o t  n ecessary  to  l i s t  more 
than one here , a lthough the whole idea i s  made a b s o lu te ly  
e x p l i c i t  by Correas who g iv e s  the r e f r á n :
la  que d e l  baño v ien e ,  
b ien  sabe lo  que q u iere
19and.adds in parentheses ' Juntarse  con e l  varón' .
The name o f  Menga's lo v e r  i s  not d iv u lg e d ,  yet  one young 
man knew where, to look f o r  the m iss ing  beads :
Los o j o s  fueron  de Antón
lo s  que descu b r ie ron  antes
en la yerba lo s  c l a v e l e s ,
y en la arena l o s  gran ates ,  11 .37 -40 .
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I t  seems that he has done a l l  th is  b e fo re  (a n t e s ) ,  having
found carn ation s  (sym bo liz ing  fem ale  love , pure lov e ,  and
20adm iration ) in  the grass and g a rn e ts  (correspon d in g  to
ca rn a tion s  and a ls o  sym boliz ing l o y a l t y  and constancy) in  the 
21sand. To an o u ts id e r  look ing  on , a l l  t h is  now seems too  
c o i n c i d e n t a l .  Garnets, another form o f  je w e l ,  would be easy 
to lo se  in  sand, but carnations  in  the long grass  would n o t  
seem to  m e r i t  such a search . Why i s  Menga so c a r e le s s  in  
lo s in g  a l l  these l o v e ly  c e r i s e - c o l o u r e d  o b j e c t s  anyway?
I  th ink  the answer l i e s  in  A n t ó n 's e y e s .  In t r a d i t i o n a l  
poetry  the eyes are  o f t e n  used as a synecdoche f o r  the l o v e r .  
Góngora h im se l f  has used the m o t i f  in  'La más b e l la  n iñ a '  to 
m arvellous  e f f e c t .  Antón, then, i s  none o th e r  than M enga 's 
lo v e r  who has become expert a t  f in d in g  out her ' prendas' in  
a l l  the u n l ik e ly  p la ces  where she i s  c a r e l e s s ,  o r  wanton, 
enough to  c a s t  them, by the stream, on the beach, in  the  long 
g ra ss .
The mystery i s  s o lv e d .  G il  P e ra le s ,  who i s  perhaps a 
l i t t l e  in  lov e  with Menga (he c a l l s  her ' la  que causa m is 
m a le s ' )  sees  her blush (- 'v iendo p u rp u re a r / la s  r o ja s  prendas 
d e l  á n g e l ' , that i s  in  th is  in s ta n ce  her cheeks) when Antón 
f in d s  the c o r a l  beads, and probably  guesses her s e c r e t  as  he 
s ings to the sound o f  h is  p s a l t e r :
¡ A lb r i c ia s ,  zagales '.
The v i l l a g e r s  ask:
¿De qué tan a le g r e  v ienes?  
to  which he r e p l i e s :
De que haber h a l lad o  los  b ien es
de la que causa mis m ales . 11 .45-48 .
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Not o n ly  are the beads found but G il  knows that Antón i s  her 
' b i e n ' ,  her l o v e r .  G i l  wooes her from a fa r  in  h is  c o u r t ly  
love  songs, but i t  i s  Antón who has done both the faking 
and the f in d in g  o f  the je w e ls .
In t h is  g e n t le ,  l i l t i n g  romance Góngora has c re a te d  a 
m asterp iece  both  fo rm a lly  and through the in t e r a c t i o n  o f  two 
separate  t r a d i t i o n s ,  in  p a r t i c u l a r  in  the m aster ly  way in  
which he handles the s u b je c t  o f  l o s t  v i r g i n i t y  with supreme 
m etaphorica l  d e l i c a c y ,  due to  h i s  f a m i l i a r i t y  with and f a c i l i t y  
in  the use o f  t r a d i t i o n a l  symbol and m o t i f .
Vr *  *  *  *
A second b a i l e  i s  the romance r ú s t i c o  o f  1603 ' En lo s
p inares  de Jucar' , in s p ire d  by G óngora 's v i s i t  in that year
(2  to  6 May) to Cuenca w h i ls t  on e c c l e s i a s t i c a l  b u s in e s s ,  but
n o t  n e c e s s a r i l y  w r i t t e n  a t  th a t  exa ct  tim e. I t  i s  n e i th e r  a
d i r e c t  d e s c r ip t io n  o f  the event nor  a n a r r a t iv e ,  but a s t y l i z e d
r e c o n s t r u c t io n  o f  i t  which combines r e a l i t y  with both  popular
and c o u r t ly  t r a d i t i o n s  in  a 'c om p lex  a l lu s iv e n e s s  w ithout 
22 ^pedantry ' . G ón gora 's dancers are  serran as , mountain g i r l s ,  
come in to  town f o r  the l o c a l  spr in g  f e s t i v i t i e s  and that they 
are serran as , ra th e r  than simply nifias o r  mozas, in c re a s e s  the 
a l l u s i v e  range o f  the romance. The genre o f  the s e r r a n i1la 
was o r i g i n a l l y  o f  a c o u r t ly  n a tu re ,  d e s c r ib in g  the encounter 
o f  a kn ight with a b e a u t i f u l  and sensual mountain g i r l .
Góngora uses th is  n a t iv e  Spanish myth (which i s  not  r e la te d  
to the French p a s t o u r e l i e ) e f f e c t i v e l y  in  a sonnet o f  1594, 
'Descaminado, enfermo, p e r e g r i n o . . . '  (De un caminante enfermo 
que se enamoro donde fu e  hospedado), when a new vogue f o r  the 
poetry  o f  the serrana was b eg in n in g . However, between the
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c o u r t ly  s e r r a n i l l a s  o f  the Marques de S a n t i l la n a  and GSngora's 
sonnet the genre became a s s im ila te d  in to  popular  t r a d i t io n  
and verse  forms, as here in  the romance. Góngora shows h is  
indebtedness to S a n t i l la n a  in  the language he uses in  the 
f i r s t  few l in e s ,  g i v i n g  a p r e c i s e  lo c a t io n  f o r  the a c t i o n  he 
d e s c r ib e s  :
En lo s  p inares de Júcar
v i  b a i la r  unas serranas, 1 1 . 1 - 2 .
A l l  but the most s t y l i z e d  o f  the Marques de S a n t i l la n a 's
23s e r r a n i l l a s  are l o c a l i z e d ,  u su a l ly  in  the f i r s t  stanza :
S e r a n i l la I S e r r a n i l la s  de Moncayo 
Dios vos dé buen año e n te ro .
S e r a n i l la I I Por todos e s to s  p inares
n in  en e l  va l  de la Gamella 
non v i  serrana mâs b e 1 1 a 
que Menga de Mançanares.
However, th is  romance does n o t  ju s t  hark back to prev ious  
t r a d i t i o n s .  I t  a l s o  looks forw ard . Jammes sees  i t  as a 
unique com pos it ion ;  because o f  i t s  geographic  p r e c i s i o n  he 
says that i t  passes from the a b s t r a c t  to the co n cre te  and i s
2 ¿timportant in  that i t  i s :
. . . l a  prem ière p r é f ig u r a t io n  des 
S o l i t u d e s . . . e t  c ' e s t  à travers  la 
première S o l i tu d e  q u ' i l  fau t  r e l i r e ,  
pour en s e n t i r  la p a r lé e  v é r i t a b le  
e t  comprendre ce q u ' i l  représente  
pour son a u teu r :  la découverte  d 'un  
monde p o é t iq u e  encore in e x p lo r é .
In h is  enthusiasm f o r  the rom ance 's p ic tu resq u e  v i s i o n  Jammes
25goes on to s ta te  th a t  th is  i s  an abso lu te  p o e t i c  in n ova t ion :
Pour la première f o i s  dans sa p o é s ie  -  
e t  peut ê t r e  dans tou te  la p o é s ie  du 
S iè c l e  d 'O r  -  le  monde rural n ' e s t  vu 
n i  en r é a c t i o n  con tre  l e  monde des Cours, 
n i  à t r a v e r s  des souven irs  l i t t é r a i r e s ,  
mais d ire c tem en t .
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C. C olin  Smith in  h is  a r t i c l e  on the ' serranas de Cuenca' 
sees the romance in  a d i f f e r e n t  l i g h t  and would argue with 
Jammes th at  i t  in  f a c t  expresses  ' a  very  Renaissance s e n s i ­
b i l i t y ,  learned  a l l u s i o n s  to  mythology and to  a r c h i te c t u r e ,
2 6to the c l a s s i c a l  g o ld  o f  Arabia and so on' . Rather than a 
d i r e c t  r e a c t i o n  to  the scene b e fo re  him, Smith con s iders  
G ongora 's  romance to  be a ' triumph o f  a r t  ra th er  than rea lism ’ . 
Sm ith 's  study o f  the romance i s  extrem ely thorough, dea ling  
with the u n ity  between the l i n e s ,  c o n c e i t s ,  tones , speakers 
and so on .  He d e s c r ib e s  how the romance undergoes a whole 
t h e a t r i c a l  range o f  v o i c e s ,  from a s c e n e - s e t t in g  to a n a rra t iv e ,  
to the musings o f  the author, a c tu a l  d e s c r ip t iv e  passages with 
comments from the o n look ers  ( '  ¡Que b ien  b a i la n  las serranas'. '  ) 
and the song o f  the dancers them selves. He examines the types 
o f  language used, i t s  m usica l  e f f e c t s  and the subtle  v a r ia t io n  
o f  verb  tenses  which ' e t e r n a l i z e '  the a c t i o n  a t  f i r s t  and end 
by c r e a t in g  ' a  d e l i b e r a t e  vagueness, an ensueno, a r e fu s a l  to 
d ec id e  about the nature o f  t i m e . . . ' .
In p o in t  o f  f a c t ,  Smith leaves l i t t l e  to  be added about 
the romance. He r e a f f irm s  Gongora 's s k i l f u l  method o f  compo­
s i t i o n  which in c lu d e s  elements from m ythology, l i t e r a t u r e  and 
t r a d i t i o n a l  sou rces  w h i ls t  s t i l l  r e ta in in g  t h e i r  own unique 
c h a r a c t e r i s t i c s .  The a l t e r n a t io n  o f  n a r r a t iv e  and l y r i c  
elements c r e a t e ,  as in  ' En e l  b a i l e  d e l  e j i d o ' , a sense that 
the scene must take p la ce  b e fo r e  our e y es ,  v i v i d l y  and dramat­
i c a l l y .  I t  i s  y e t  another o f  Gongora 's romances which was
27la t e r  adapted in t o  a b a i l e .
*  *  *  *  *
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The la s t  b a i l e  t e a t r a l  with which I s h a l l  d e a l ,  another
romance r t is t ico  o f t e n  la t e r  c a l l e d  the B a ile  de la  Golmeneruela,
28w r i t te n  in  1610, i s  ' Apeése e l  C a b a l l e r o ' .  I t  was probably  
e d ite d  a s  a b a i l e  because , a lthough i t  does n ot  mention 
dancing a t  a l l ,  l i k e  ' En lo s  p inares  de Jucar' and ' En e l  
b a i l e  d e l  e j i d o '  the n a rra t iv e  i s  a l t e r n a t e d  with l y r i c a l  
s e c t i o n s  and the poem i s  once again  d iv id ed  in to  three  'mouve­
ments s y m é t r iq u e s ' .  Jammes o u t l i n e s  the d i v i s i o n s :
. . . l e  c h e v a l i e r  a p e r ç o i t  la  ' colm eneruela ' 
qui brave l e  d ieu  Amour; l e  c h e v a l ie r  
aborde la  ' co lm eneruela ' tand is  que Cupidon 
la  b le s s e  d 'une f l è c h e ;  l e  c h e v a l ie r  en lève  
la  ' co lm eneruela ' , tou t  â f a i t  soumise 
après que Cupidon lu i  a i t  décoché une 
seconde f l è c h e .
He c a l l s  t h is  romance a b a i l e  t e a t r a i , and I  agree that i t  i s  
a more dram atic work than an o rd in a ry  r ing  dance. Indeed i t  
does n o t  seem a t  a l l  ' b a i l a b l e '  in  i t s  s t r i c t  sense but the 
d i v i s i o n s  g iven  by Jammes cou ld  e a s i l y  serve  as truncated
' a c t s '  separated  by the common chorus o r  dance o f t e n  found
29in  s ix t e e n t h -  and sev en teen th -cen tu ry  European drama. The 
c h a r a c t e r s ;  C a b a lle ro , young g i r l  and v i g i l a n t  mother, are  
a ls o  f a i r l y  s t e r e o t y p i c .  Jammes has a lread y  o u t l in e d  the 
s to ry  whose s u b je c t  he c la s s e s  as a fa v o u r i t e  o f  Gongora -  
' l ' é v e i l  d 'une jeune f i l l e  a l 'am our ' -  a theme from popular 
poetry  w ith  many v a r ia n ts  where n o b le s  and peasants are con­
cerned . The d iv i s i o n  o f  the poem in t o  ' a c t s '  i s  s u r p r is in g ly  
r e g u la r .  A l l  three stanzas c o n s i s t  o f  tw enty -four  l in e s  and 
rhyme in dependently  in  assonances - a ,  - e  and - i ,  in  that 
o rd er .  The f i r s t  and f i n a l  ' l e t r a s  para cantar ' o r  l y r i c a l  
r e f r a i n s  a re  both v i l l a n c i c o s  c o n s i s t in g  o f  seven l in e s
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rhyming ABBACGY fo l lo w e d  by a sh ort  cabeza and then re p e a te d .
The c e n t r a l  * l e t r a '  has o n ly  a f i v e - l i n e  r e fra in  rhyming 
BABBB, with  a c o u p le t  f o r  a cabeza and a f o u r - l in e  r e t o m o , 
and i t  i s  th is  c e n t r a l  ' l e t r a 1 which bears, in  m iniature , the 
argument o f  the whole com p os it ion .
The f i r s t  stanza opens ou t  onto  a landscape, not o n ly  
r i c h  and f e r t i l e  v i s u a l l y  but a ls o  teeming with r ich  a l l u s i v e ­
n e s s .  The t a l e  beg ins  as the c a b a l l e r o , as i f  ju s t  e n tered  
on s ta g e ,  dismounts from h i s  h o rse .  ' (V ís p e r a  era de San 
Juan)' seems to be added as an a fte rth ou gh t ,  although in  
r e a l i t y  i t  i s  p r e c i s e l y  t h i s  a u th o r ia l /n a r r a t o r ia l  comment 
which f i r e s  the r e a d e r 's  im agination , as we have seen a lr e a d y  
how t h is  p a r t i c u la r  s a i n t ' s  day i s  o f  e r o t i c  importance i n  
the popular  l y r i c  t r a d i t i o n .  I t  was the time when a b l i n d  
eye was turned to ex tram arita l  sexual r e la t io n s ,  e s p e c i a l l y  
amongst the younger members o f  the community. The midsummer
30f e s t i v a l  was o f t e n  a time when p ro sp e c t ive  lovers  were sou g h t .
Yet St Joh n 's  Eve was an even r i c h e r  source o f  im aginative
w ealth , even in  ou r  own English  l i t e r a t u r e  we f ind  not j u s t
lo v e ,  but magic and the supernatural taking over  a t  midsunmer.
An example i s  Shakespeare 's  A Ilidsunmer N igh t 's  Dream, and
another in  Spanish t r a d i t i o n a l  poetry  t e l l s  o f  the strange
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th ings  th at  happened to Conde A m a ld o s :
■Quién hubiese ta l  ventura -  sobre las  aguas del mar, 
como hubo e l  conde A m a ld os  -  la mañana de San Juan'.
From the o u ts e t  we expect the extraord inary  to take p lace  and 
that  some kind o f  f a i r y  ta l e  o r  love  a f f a i r  w i l l  ensue. As 
i t  i s  that  s p e c ia l  f e s t i v a l  o f  f e r t i l i t y  the whole o f  the 
landscape has become endowed with f r u i t fu ln e s s ,  so that even
the c o ld  crag below which the C aballero  has stopped ' es madre
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de p e r la s  y a , / t a n  l i b e r a l ,  aunque dura' ( l i n e  4 ) .
From the rock a spring i s s u e s .  Here in  th is  landscape 
the water g iv e s  l i f e  and fe c u n d i t y  not o n ly  to  the ea r th  but 
to  a l l  those who come in to  c o n t a c t  with i t  -  ' que a l  mas 
fa t ig a d o ,  m S s /le  s i r v e  en fu e n te  de p la ta /d esa ta d o  su c r i s t a l '  
The t i r e d  C aba llero  can r e f r e s h  h im se lf  a t  the c o o l  s p r in g ;  
water i s  the supreme f e r t i l i t y  symbol and as he drinks he i s  
a b le  to  quench n o t  on ly  h is  t h i r s t  in  a c t u a l i t y ,  but a l s o ,  
p o t e n t i a l l y ,  h i s  d e s i r e .  This  hard ru ra l landscape seems 
somehow r e c e p t iv e  to the young nobleman, producing i t s  own 
f i n e r y  with which to impress him. The crag  i t s e l f  can br ing  
f o r t h  p er la s  and serves  up the c r y s t a l  c l e a r  water in  what 
looks  l i k e  a s i l v e r  basin  a t  i t s  base. The water behaves as 
c o u r t i e r s  o r  servants  would, so that once ' l i s o n je a d o  d e l  
agua1 the C aba llero  asks the sun not to be q u i te  so s tron g  
as he r e s t s  in  the shade o f  a m yrt le  t r e e .  The m yrtle  i s  
another symbol o f  f e r t i l i t y ,  t h i s  time a c l a s s i c a l  one , f o r  
in  mythology i t  i s  the tree  d ed ica ted  to Venus. Venus was 
loved  by Mars, the god o f  war, and i t  i s  with the words o f  
a tru ce  that the C aballero  takes h is  re fuge  from the r e l e n t ­
le s s  hot sun:
pide a l  S o l ,  ya que no paz,
templadas treguas  a l  menos, 1 1 . 1 0 - 1 1
and he r e c ip r o c a t e s  by hanging up h is  arms l i k e  a c o u r t ly  
kn igh t  in  the Venus-tree which o f f e r s  him p r o te c t io n  a g a in s t  
both her f i e r y  lo v e r  and the sun.
The m yrtle  was not on ly  regarded as sym bolic  w ith in  
c l a s s i c a l  m ythology; t r a d i t i o n a l  lo re  too  saw i t  as sym bolic
o f  love  and f e r t i l i t y ,  but in  a pure, v i r g i n a l  sense. The 
t ree  was by many considered  sacred to the V ir g in  Mary and was 
used to  form the b r id a l  v i r g i n ' s  crown. As such i t  in d ica te s  
p o t e n t ia l  fe cu n d ity ,  as y e t  untouched, and i t  i s  under the 
boughs o f  such a tree  that the ca b a lle ro  f i r s t  se ts  eyes on 
the g i r l  approaching from the beeh ive . I t  i s  in te r e s t in g  to 
note  e x a c t ly  what he s e e s :
muchos s ig l o s  de hermosura 
en pocos años de edad, 
con un cántaro una niña, 
d igo una perla  o r ie n t a l ,  
arracada de su aldea,
s i  no lo  es de la beldad . 11 .15-20.
F i r s t l y  he views her beauty as c l a s s i c a l  -  'muchos s i g l o s  de 
hermosura' but in  one so young that she i s  n o  more than a 
c h i l d  ca rry in g  an earthenware p i t c h e r .  The c l a s s i c a l  and 
t r a d i t i o n a l  symbols are so intertw ined  that i t  i s  hard f o r  
the ca b a H e ro  to make up h is  mind. A cou ntry  g i r l  with a jug 
o r  an o r i e n t a l  p earl?  Yet i t  i s  the n a r r a to r  who d e sc r ib e s  
her  as a gem, and as a prec iou s  jew el from h e r  v i l l a g e .  The 
poet  adds that i f  she i s  n e ith e r  o f  these th in g s  then a t  the 
very  le a s t  she i s  the jew e l o f  beauty i t s e l f ,  and th is  must 
be ju s t  what the c a b a l le r o  sees -  pure b ea u ty .  C lassic ism  and 
r u s t i c i t y  in term ing le  in  the g i r l  and in the language Góngora 
uses to d e p ic t  h er :
con un cántaro una nina
i s  an unassuming phrase, w h i ls t  the fa m i l ia r  *A sino B' con ­
s t r u c t i o n  g iv es  a learned twistw
The g i r l  i s  indeed a v i s i o n ,  carry ing  th e  p it ch er  with 
h e r .  She comes from the d i r e c t i o n  o f  the b e e h iv e .  Her task
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i s  a simple one -  to f e t c h  water f o r  some fu n c t io n  o f  tending 
the b ees ,  which a cco rd in g  to V e r g i l ' s  Georgies  ( ch a p te r  4 )  
need fre sh  water near t h e i r  h iv e s .  The idea o f  the g i r l  as a 
beekeeper i s  important to  the sense o f  the poem, as are  the 
bees themselves. The l i t t l e  c rea tu res  were r e la t e d  by myth 
and f o l k l o r e  to  both the Earth Mother and the V irg in  Mary, 
and again  the ideas o f  f e r t i l i t y  and nourishment are suggested 
by the production  o f  sweet and abundant honey. The g i r l  must 
be a v i r g i n  f o r  P lu tarch  t e l l s  how o n ly  g i r l s  who were chaste  
cou ld  walk through a swarm o f  bees w ithout being  stung. The 
cSntaro i s  con firm a tion  o f  t h i s .  In t r a d i t i o n a l  p oe try  the 
g i r l  who goes to the r i v e r  guards the f r a g i l i t y  o f  her  p i t c h e r  
as she would her v i r g i n i t y .  As we know, the r i v e r  i s  o f t e n  
the meeting p lace  o f  l o v e r s .  Sometimes the p i t c h e r  g e t s  broken 
and in  such in stan ces  t h is  denotes the l o s s  o f  the g i r l ' s  
p u r ity  too .
The g i r l ' s  o c cu p a t io n  o f  beekeeper i s  a l s o  o f  n o te  because 
i t  would prompt someone who was w e l l -a cq u a in ted  with popular 
poetry  to a n t i c ip a t e  her  surrender to  lo v e .  Pedro de Moncayo 
g iv e s  th is  romance;
Bésome e l  colm eneruelo
y a la  m ie l  me supo e l  b eso .
Acaso un día s a l í
por un muy f r e s c o  p inar,
y llegúeme a l  colmenar
que estava  cerca  de a l l í ;
y un colm eneruelo  v i ,
muy b o n i t o ,  aunque t ra b ie sso
y a la  m ie l  me supo e l  b eso .
De ventura nos topamos
y a abracar  se me ha a tre v id o
y fue e l  beso t a l  que ha s id o
en la  cayda de entrambos;
y e s te  du lzor  quedamos
yo c a p t iv a ,  y e l  más preso .
Y a 'ia m ie l  me supo e l  b eso .
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En una fuente n o s  vimos
de arboleda rauy cercada ,
donde fue muy regalada
e l  tiempo que a l i i  estuuimos;
y de quanto a l i i  hizim os,
tan solamente c o n f i e s s o
que a la m ie l  me supo e l  b e so .
Here, though the beekeeper i s  o f  the feminine gender, the 
a s s o c ia t e d  ideas p e r s i s t .  The colm eneruela i s  happy and, 
unaware o f  the c a b a l le r o '  s p resen ce ,  she s in gs  a very provocr 
a t i v e  song as she approaches the stream. The song serves  as 
the v i l l a n c i c o  to end the f i r s t  ' a c t ' • I t  i s  d i r e c t l y  re la te d  
to  the a c t i v i t y  in  which she i s  engaged, as were many tra d ­
i t i o n a l  r u s t i c  songs which a s s i s t e d  with the rhythmic a c t io n s  
o f  making hay o r  washing c l o t h e s .  I t  i s  a ch a llenge  to  the 
god o f  love  ( th e  c l a s s i c a l  a s p e c t s  o f  which I  sh a ll  d is cu ss  
l a t e r ) ,  and cou ld  survive as a song independantly o f  the r e s t  
o f  the romance:
A1 campo t e  desa ffa  
la colm eneruela  11 .25 -26 .
The f i r s t  two l i n e s ,  l ik e  those o f  many t r a d i t io n a l  l y r i c s ,  
s e t  the scene . She e n t ice s  the god  o f  love  ou t  onto an im plied  
b a t t l e f i e l d :
ven, Amor, s i  e re s  Dios, y v u e la .
She su b con sc iou s ly  fo l lo w s  on her a c t io n s  and words from those 
o f  the c a b a l le r o  in  the use o f  e p i t h e t s  o f  war. He has la id  
down h is  arms and s e t t le d  h im se l f  q u ie t ly  beneath the Venus- 
t r e e ,  in d ic a t in g  that he a c q u ie s c e s  to the power o f  the god 
and goddess o f  lo v e .  In c o n t r a s t  the colmeneruela makes a 
stand. C a ll ing  Love out onto the b a t t l e f i e l d  she sends him a 
ch a l le n g e  which taunts h is  v a l i d i t y  as a god. I f  he i s  a
god he must f l y  to her ’ por v ida  mia* , a c o l l o q u i a l  e x p re s ­
s io n  but one which the l i t t l e  winged god may be w i l l i n g  to 
take as a l i t e r a l  statement. The p i c t u r e  she g iv e s  o f  her­
s e l f  i s :
. . . d e  un c a n t a r i l l o  armada, 
en la estacada
mi l ib e r ta d  te  espera cada d ía .  1 1 .2 9 -3 1 .
She i s  p r e s e n t ly  f r e e  from a l l  t i e s  but exp ects  a t  any time 
to be a s s a i l e d  by love ,  so she e n t i c e s  him now w h i l s t  she i s  
prepared f o r  the  a t ta ck ,  armed with her earthenware cá n ta r o , 
p r o te c t in g  the symbol o f  her  c h a s t i t y .  She e x p la in s  how i t  
w i l l  p r o t e c t  h e r :
Este cántaro  que ves 
será contra  tu f i e r e z a  
m orrión en la cabeza , 
y embrazándole, pavés. 1 1 .3 2 -3 5 .
Hugged t i g h t ly  to  her b re a s t ,  as she l i f t s ,  f i l l s  and empties
i t ,  the p i t c h e r  w i l l  a c t  as a s h ie ld ,  and as she c a r r i e s  i t
33on her head i t  w i l l  serve as a helm et. She b e l i e v e s  h e r s e l f  
to  be i n v i n c i b l e  and repeats  her c h a l le n g e ,  again  taunting  
the god :
Si ya tu a rrogan c ia  es 
la que s o l í a ,  
a l  campo te d e s a f ía  
la colm eneruela , 11 .36 -39 .
The co lm eneruela*s song appears as a charming d i t t y  w ith in  
the v i l l a n c i c o  m etre ; ju s t  the kind o f  song a maiden might 
s in g .  However, as in  a dramatic work, the im p l i c a t io n s  are 
a lready  more than c le a r  to the o n lo o k e r .  The c a b a H e r o ,  as
y e t  u n n o t i c e d  b y  h e r ,  now  m a k e s  h i s  p r e s e n c e  k n ow n  a n d  t h e
god he must f l y  to  her  ' p o r  vida m í a ' ,  a c o l l o q u i a l  expres­
s ion  but one which the l i t t l e  winged god may be w i l l in g  to 
take as a l i t e r a l  statem ent. The p ic t u r e  she g iv e s  o f  her­
s e l f  i s :
. . . d e  un c a n t a r i l l o  armada, 
en la  estacada
mi l ib e r ta d  te espera cada d ía .  11 .29 -31 .
She i s  p resen tly  f r e e  from a l l  t i e s  but expects  a t  any time 
to be a s s a i le d  by lo v e ,  so she e n t ic e s  him now w h i ls t  she i s  
prepared f o r  the a t t a c k ,  armed with her earthenware cá n ta ro , 
p ro te c t in g  the symbol o f  her c h a s t i t y .  She exp la ins  how i t  
w i l l  p r o t e c t  h er :
Este cántaro que ves 
será contra  tu f i e r e z a  
morriSn en la  cabeza, 
y embrazándole, pavés. 11 .32 -35 .
Hugged t i g h t ly  to h er  b rea st ,  as she l i f t s ,  f i l l s  and empties
i t ,  the p it c h e r  w i l l  a c t  as a s h ie ld ,  and as she c a r r ie s  i t
33on her head i t  w i l l  serve as a helm et. She b e l i e v e s  h e r s e l f  
to be in v in c ib le  and repeats  her ch a llen g e ,  again  taunting 
the god :
Si ya tu arrogan c ia  es 
la  que s o l f a ,  
a l  campo te d e sa f ía  
la  colm eneruela, 11 .36-39 .
The colm eneruela ' s song appears as a charming d i t t y  w ith in  
the v i l l a n c i c o  m etre ; ju s t  the kind o f  song a maiden might 
s in g .  However, as in  a dramatic work, the im p l ica t io n s  are 
a lready  more than c l e a r  to the o n lo o k e r .  The c a b a l l e r o ,  as
y e t  u n n o t i c e d  b y  h e r ,  n ow  m a k e s  h i s  p r e s e n c e  k now n a n d  t h e
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winged god answers the ch a l le n g e :
Saludóla e l  C a b a lle ro ,  
cuyo s o b r e s a l t o  a l  p ie  
g r i l l o s  l e  puso de y e l o ,  
y yendo a l i m a l l o s  é l ,
Amor, que hace dona ire
d e l  más templado arn és ,
embebida ya en e l  a rco
una saeta c r u e l ,  11 .45 -52 .
Here Góngora combines both c o u r t ly  and t r a d i t i o n a l  ideas  a t  
once , i n  the m o t i f  o f  the en counter  between nob le  and peasant. 
I  have a lread y  noted how the s e r r a n i l l a  evo lved  from i t s  o r i ­
g in a l  c o u r t l y  l y r i c  form in t o  a more popular  l y r i c  t r a d i t i o n .  
The French p a s to u r e l le  employed a s im i l a r  m o t i f .  In p o e t i c  
t r a d i t i o n s  throughout Europe the m eeting  o f  the n ob le  and the 
peasant a re  common. Spain can p rov id e  examples in  the
romancero v i e j o  o f  the n ob le  lady and the r u s t i c  shepherd,
34and o f  the g e n t le  kn ight and v i l l a g e  maiden. Jammes po in ts  
ou t  th a t  in  the m a jo r i ty  o f  ca se s  the g i r l  i s  w i l l in g  to  g iv e  
in  to the  nobleman and even begs him to  take her away almost 
im m ediately . This i s  not so h ere ,  but i t  i s ,  as Jammes says, 
a rare ca s e ,  and one that shows how Góngora adapts h is  source 
m a t e r ia ls  to s u i t  h is  own p erson a l t a s t e  and in te n t io n .  The 
noble  person  here , as in  the 1421 romance, i s  the f i r s t  to 
make a move. Junping to h is  f e e t  he c a l l s  out to the g i r l  
and in  t h i s  in s ta n t  becomes the p r is o n e r  o f  love  in true 
c o u r t ly  fa sh ion ,  hobbled by sh a ck les  o f  i c e  f o r  h is  approach 
has in s t a n t l y  k in d led  the co lm eneru e la1s d is d a in .  She i s  not 
w e l l -d i s p o s e d  towards love and her c o ld  r e a c t i o n  prevents h is
con t in u in g  u n t i l  Love in te rv e n e s ,  tak ing  up the ch a llenge  se t
35by the g i r l  h e r s e l f .  Thus f e t t e r e d  the c a b a l le r o  i s  unable
to  move ahead, so Love attem pts to make th ings  e a s ie r  f o r  him
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by s o f t e n in g  the imaginary bond, as Love:
•••que hace donaire
d e l  más b ien  templado arnés 11.49-50
i s  wont to  do, with a c ru e l  arrow. With h is  mock w ar-gear he 
beg in s  an a ssa u lt  on the colmeneruela a v o id in g  her ca n ta ro -  
s h ie ld  a l t o g e th e r  y e t  burying an arrow deep ly  in  h er :
perdona a l  pavés de b arro ,
no a la  que embraza e l  pavés,
e scon d ién do le  un arpón
donde la s  plumas se ven. 11 .53-56 .
The C aballero  now approaches the g i r l  who blushes 
f u r i o u s l y  and he h a i l s  her aga in .  She i s  con fron ted  by a f i n e  
s i g h t :
E l la ,  que sobre  diamantes 
trem olar plumajes ve,
y b r i l l a r  espuelas de o r o ,  11 .61-63 .
The r ich n e ss  o f  h i s  a t t i r e ,  coupled  with the potency o f  C u p id 's  
d a rt  combine so th a t :
d u lce  le  miró y c o r t é s .
Lo l in d o ,  a l  f i n ,  lo  lu c i e n t e ,  
s i  la  saeta no fue, 
es ta  l i s o n ja  a f ianza
que e l l a  escucha s in  desdén: 11 .64 -68 .
In s p i t e  o f  her i n i t i a l  determ ination to stand fa s t  a g a in st  
l o v e ,  the odds are a g a in s t  h e r .  She can no longer pretend to  
the i c y  d isda in  with which a few moments b e fo r e  she looked on 
the C a b a l le ro , and in stead  l i s t e n s ,  com ple te ly  disarmed ( ’ s in  
d e s d e n ' ) to  h is  song, which forms the second l e t r a .
th e  c a b a l l e r o ' s  words are  d i r e c t l y  addressed to  her as
the :
Colmenera de o j o s  b e l l o s  
y de l a b i o s  de c l a v e l ,
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1 1 .6 9 -7 0 .
These are  two of bie standard fe a t u r e s  o f  a b e a u t i fu l  g i r l ,  y e t  
both are  very  apt f o r  he i s  p ie r ce d  to  the heart  by h er  
g lan ces  and the beauty o f  h er  eyes and searches f o r  the  sweet­
ness on her l i p s :
¿qué hará aquel
que h a l l a  f l e c h a s  en a q u é l lo s
cuando en e s t o s  busca mie!7 1 1 .7 1 -7 3 .
His song r e f e r s  back to  h ers  when he s in g s :
Colmeneruela animosa,
co n tra  e l  h i j o  de la Diosa, 1 1 .7 6 -7 7 .
He knows th at  she has c la im ed  to  be in  o p p o s i t i o n  to  Love but 
asks how he can h e lp :
s i  ve  tus o j o s  d iv in o s  
y e sos  dos  c la v e l e s  f i n o s ,  11 .78 -79
except to be struck  by t h e i r  beauty and sweetness, and to  f a l l  
h o p e le s s ly  in  love  w ith  h e r .
The f i n a l  ' a c t  ' o f  the romance begins with Cupid seeking 
vengeance, from the s t ro n g h o ld  o f  h is  m oth er 's  t r e e ,  on the 
a n g e l i c  country  g i r l  who dared to ch a llen ge  him. As i f  ly in g  
in  ambush, he f i r e s  a second  arrow in to  h is  v i c t im :
. . . q u e  con  s i l b o  s u t i l
las  plumas de la primera
las  t iñ e  de carm esí. 11 .90 -92 .
She can no longer  r e s i s t  as the nobleman takes her hand and 
p laces  a r in g  upon i t .  The r ich n e ss  o f  th is  gestu re  i s  des­
cr ib ed  in  s t y l i z e d  and c o l o u r f u l  terms; the ruby as a token
o f  h is  heart  stands ou t  b r ig h t ly  a g a in s t  her marble skin , 
unusually  white f o r  a peasant g i r l ,  but which s in g l e s  her out 
as a s p e c ia l  beauty. What began as a f o l k t a l e  w ith  a l l  the 
su ggest ion s  o f  an i l l i c i t  sexual encounter  i s  beg inn ing  to 
change i t s  nature , to become with each l in e  more and more 
l ik e  a f a i r y t a l e .  The ruby r in g  which the c a b a l l e r o  p laces  
on her  f i n g e r  represen ts  the lov e  and passion  o f  h i s  h ea r t .  
Rubies can a ls o  stand f o r  beauty and are a s ign  o f  r o y a l t y .
The C aba llero  takes on more o f  the ch a ra c te r  o f  a f a i r y t a l e  
p r in ce  when we know a ls o  that the ruby 'bestows r e s p e c t  and
a u th o r i ty  and g iv es  peace and s e r e n i t y ;  thus i t  p r o t e c t s
36c h a s t i t y ' . A l l  o f  th is  leads to  the c o n c lu s io n  th a t  the 
C aba llero  has very n ob le  in te n t io n s  towards the g i r l ,  g iv in g  
the r in g  as a token o f  the p u r ity  o f  h is  love  f o r  h e r .  He 
knows from her song that she i s ,  and up u n t i l  now, intended 
to remain ch a ste ,  and he appears to  r e s p e c t  her w ish es .
Cupid, however, has o th er  id e a s .  His two arrows have 
worked to  t h e i r  utmost on the co lm eneruela , so that  now:
. . . f u e g o  y a rd id
e s tá  fomentando en e l l a ,  1 1 .9 8 -9 9 .
She i s  n ext  to speak, although the words are not her  own f o r  
’ A m o r . . . l e  hace d e c i r  a s í ' .  She i s  fo r c e d  to use the i n i t i a l  
words o f  a well-known romance v i e j o  in  her answer to  the 
nobleman's p rop osa l :
"Tiempo es ,  e l  C aba llero ,
tiempo es de andar de aquí,
que tengo la madre brava,
y e l  veros será mi f i n . "  11 .101-104 .
37The f i r s t  two l in e s  o f  th is  c a l l  to mind the f o l l o w in g :
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Tiempo e s ,  e l  c a b a l l e r o ,  -  tiempo es  de andar de aqu í  
que no puedo andar en p ie ,  -  n i  e l  emperador s e r v i r ,  
que me c r e c e  la b arr iga  -  y se me a c o r t a  e l  v e s t i r .
The s i g n i f i c a n c e  o f  th is  i s  that the o r i g i n a l  romance once 
again  d ea ls  w ith  the qu est ion  o f  n o b le s  and commoners. The 
in fa n ta  o f  the romance v i e j o  urges the c o u r t i e r  who i s  the 
fa t h e r  o f  her  unborn c h i l d  to take her away. He re v e a ls  to  
her  that a lth ou g h  he has many e s ta te s  and r i c h e s  and h is  
mother i s  the queen o f  France, h is  fa t h e r  i s  in  f a c t  a peasant. 
The in fa n ta  i s  ap p a lled  but cannot deny h i s  r i c h e s .  The 
romance t e l l s  us how the s u b je c t  o f  i l l i c i t  lo v e  between 
r i c h  and poor  was in  f a c t  a commonplace o n e .  Further s i g n i f ­
ica n ce  f o r  G ongora 's  romance tnr W f»un<UriV«Hv>e.cc,inlenerue l a 
perhaps a n t i c i p a t e s  f in d in g  h e r s e l f  in  such a s i t u a t io n ,  
th e r e fo r e  r e v e a l in g  the hidden sexual d e s i r e  i n s t i l l e d  in  her  
by C upid 's  d a r t s .  At la s t  she takes up the o ld  t r a d i t i o n  and 
asks to  be taken away, with the excuse th a t  she fe a rs  her 
m oth er 's  wrath.
With t h is  we are in troduced  to a t h i r d  c h a ra c te r ,  again  
a t r a d i t i o n a l  l y r i c  f i g u r e ;  the v i g i l a n t  mother who correspon ds  
to the emperador o r  to the je a l o u s  husband o f  the b e l l a  mal- 
maridada. In a l l  cases these ch a ra cte rs  a re  s e t  up as 
o b s t a c l e s  to  th e  happiness o f  the cou p le  and to  the consum­
mation o f  t h e i r  l o v e .  The c a b a l l e r o , in  s p i t e  o f  h is  n ob le  
in t e n t i o n s ,  does  n ot  need to be prompted and c h e e r fu l l y  whisks 
h is  g i r l  away on  the back o f  h is  h orse :
£ 1 , con ten to ,  f i a  su robo 
de las ancas de un r o c f n ,  
y e l l a ,  amante ya, su fuga 
d e l  Caballero  g e n t i l .  11 .105 -08 .
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As they r id e  o f f  in to  the d is ta n ce  the n a r r a to r  g iv e s  a con ­
c lud ing  l e t r a . Cupid must be the one l e f t  to t e l l  the g i r l ' s  
mother:
que una abe ja  l e  l le v a  la  f l o r  
a o t r o  m ejor colmenar; 1 1 . 1 1 1 - 1 2
but that she should have no cause f o r  con cern  because :
. . . g r a n j e ó  galán yerno 
cuando p erd ió  b e l la  h i j a .
El ru b í  de una s o r t i j a
se lo  podrá asegurar, 11 .117-20.
The message f o r  the mother i s  that her daughter w i l l  s u f f e r  no 
d ishonour in  th is  elopement so t h e r e fo r e :
D ec id le  que no se a f l i j a ,  
y perdone a l  l la n to  t i e r n o ,  11 .115 -16 .
Yet in  s p i t e  o f  these reassurances the mother must f e e l  some 
kind o f  remorse and d is g r a c e ,  f o r  the words o f  the f i n a l  l e t r a  
are  n ot  simply e r o t i c  but d e c id e d ly  pornographic  in  t h e i r  
e x p l i c i t  d e s c r ip t io n  o f  what i s  taking p l a c e :
p i c a r ,  p i c a r ,
que c e r q u ita  está  e l  lu g a r .  11 .113 -14 .
The lo v e r s '  d e s t in a t io n  i s  c l o s e  a t  hand and the c a b a l l e r o  
spurs on h is  horse in  ord er  to  g e t  there as q u ick ly  as p o s s i b l e .  
The p r ick in g  o f  the h o r s e 's  s id e s  se ts  up a chain o f  a s s o c i a ­
t i o n s .  In the new 'b e e h iv e '  there w i l l  be a bee who presumably 
w i l l  s t in g  the colmeneruela now that she has d iscarded  her 
c h a s t i t y .  Correas su p p lies  us with se v e ra l  re fran es  which 
bear out these a s s o c i a t i o n s :
' Pikar la moska' f o r  ' tomar p r ie sa  o enamorarse'
' Pikame, Pedro, i  i o  ke l o  k i e r o ’
' Pikame, Pedro, ke no me ve mi madre'
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and o t h e r s .  Alemany y S e l fa  g iv e s  the most unambiguous 
exam ples:
P icar  : f i g .  y en s e n t id o  p o r n o g r á f ic o  
' p icado ' puede entenderse  ya en la  
acepc ión  de s e n t i r  comezón, e x c i t a r  o 
es t im ular , y a s í  de p icad o  q u ie re  d e c i r  
de ex c ita do  por  e l  a p e t i t o  v en éreo .
W hilst  rev ea l in g  some sympathy and assu r in g  the mother that 
her  daughter has not  been s t o l e n  away by a r u f f i a n ,  Cupid a ls o  
makes the r e a l i t y  o f  the s i t u a t i o n  c l e a r  to  her  -  her  daughter 
i s  about to be seduced. There i s  no way o f  ig n o r in g  the 
e r o t i c  nature o f  the r e fr á n  in  the f i n a l  chorus o f  t h is  romance 
t e a t r a l .
Once again in  th is  romance Góngora combines both  t r a d i ­
t i o n a l  and learned ( c l a s s i c a l ,  m y th o lo g ica l  and l i t e r a r y )  
elements as s k i l f u l l y  as he does in  acknowledged c l a s s i c s  and 
more well-known romances ( ' En un p a s to ra l  a lb e r g u e ' ,  e t c . ) .  
T r a d it io n a l  themes and m o t i f s  th a t  we have come a c r o s s  b e fo r e ;  
the b añ os /fuen te  de amor, St J o h n 's  day as a time f o r  lo v e r s '  
m eetings, form the background f o r  o th e r ,  more l i t e r a r y  id e a s ,  
such as the war o f  love  and the sunptous a rra y  o f  c o l o u r .
Red ( c l a v e l ,  ru b í,  carm esí, r o s i c l e r ) ,  white  ( p e r l a s ,  c r i s t a l ,  
m a r f i l ,  diamante, p la ta )  and g o ld  ( o r o ,  m ie l ,  a b e ja )  are  the 
predominant c o lo u r s ,  im parting r ich n e ss  and e x o t ic is m  to  the 
romance. The o rg a n is a t io n  o f  the language i s  both . t r a d it io n a l  
and learned , with no sense o f  awkwardness. C onstruct ion s  such 
as G óngora 's ce le b ra te d  ’ A s i  no B' are  found a t  l i n e s  20 and 
6 6 . In p la ces  the syntax i s  f a i r l y  complex ( l i n e s  9 -1 2 )  and
2 2 3
elsew here  ( f o r  example in  the l e t r a s ) i t  f o l l o w s  a l i l t i n g  
and natura l movement to the p o in t  o f  using e x a c t  l in e s  from 
the l y r i c a l  romances v i e j o s  ( l i n e s  1 0 1 -0 4 ) .  In the f i r s t  two 
l e t r a s  para cantar  s e c t io n s  t r a d i t i o n a l  methods o f  com position  
are a d e ce p t iv e  camouflage f o r  e x c e p t i o n a l ly  c o u r t l y  ideas 
( t h e  war o f  love  and the l o v e r ' s  com plim ent). G6 ngora again 
m aintains an alm ost p e r f e c t  sy n th e s is  o f  the c o u r t l y  and the 
r u s t i c  throughout t h is  d e l i c a t e  romance.
*  *  *  *  *
Two romances from the years 1613 and 1614 have peasants 
as t h e i r  ch a ra c te rs ,  but they are  n o t  the t r a d i t i o n a l  shep­
herds o f  the p a s t o r a l .  The f i r s t  in v o lv e s  cowherds, a 
favou rab ly -v iew ed  and respected  o c cu p a t io n  in  c l a s s i c a l  l i t ­
e ra tu re  (scorn ed  o n ly  by la t e r  Western Europeans), probably 
because o f  the sacred r o le s  o f  b u l l s  and cows in  c l a s s i c a l  
r i t e  and m ythology. I t  i s  l o g i c a l  that in  Spain to o ,  where 
the f i g h t in g  b u l l  i s  o f  prime importance among b e a s t s ,  that 
cowherds should share the same type o f  r e s p e c t  as  that g iven  
in  Greek and Roman b u c o l i c  ( from ^ ot.K6<os -  guardian  o f  
c a t t l e )  p oe try .  The second romance turns on a d ia log u e  
between Love and a reaper . The rea p er  i s  a f i g u r e  who o f t e n  
appears in  songs o f  the c e r e a l  h a rv e s t ,  u s u a l ly  a tem porarily  
m igrant labou rer .  This reaper, however, i s  n o t  sweating o r  
ragged as the many d escr ibed  in  popular  l y r i c s ,  but instead  
i s  id e a l i z e d  in  the same way as the herdsmen o f  V e r g i l ' s  
G e o rg ie s , here alm ost to the p o in t  o f  heavenly beauty , ' un 
s e r a f i n  la b r a d o r ' .
Again th is  poem (number 71) combines two d i s t i n c t  trad­
i t i o n s .  Gongora w r ite s  a d ia logu e  f o r  two c h a r a c t e r s ,  s im ila r
to those in  m ed ieva l s e m i - a l l e g o r i c a l  o r  m oral poetry  l i k e  
Death and the Maiden. ( I n  England we have the False Knight 
on the road, o th e r w is e  known as the D e v i l ,  and a c h i l d . )
At the same tim e he p ie c e s  t o g e th e r  a s e r i e s  o f  popular 
re fran es  to form the words o f  the d ia lo g u e .  The com pos it ion  
f low s sm oothly , with no attempt to  convey to o  complex an id ea .  
The sh or t ,  l y r i c a l  in t r o d u c t io n  ( l i n e s  1 -2 0 )  d e s c r ib e s  the 
young man in  ex trem ely  c o u r t l y  terms, enhancing h is  p h y s ica l  
a t t r a c t i v e n e s s :
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Bien que de su blanca  f r e n t e  
v e n t e c i l l o  adu lador , 
s i  a l j ó f a r e s  suda e l  nácar , 
a l j ó f a r e s  l e  en ju g ó .  1 1 .5 -8 .
Oddly enough, t h i s  id e a l i z e d  youth does n o t  sp o r t  the h ea lth y ,  
r u s t i c  suntan o f  those who work on the land :
tqué no puede una be ldad , 
s i  la  t i e r r a  dos a dos 
émulos l i l i o s  aborta
d e l p ie  que l o s  e n g e n d r o , . . ?  11 .13 -16 .
His g a i t  i s  g r a c e f u l  and harmonious.
The d ia lo g u e  between Love and the rea p er  i s  in trodu ced  by 
both s t y l i s t i c  and m e t r ic a l  changes . Rhyme a ls o  changes from 
assonance to con son anta l rhyme. None o f  the short  r e f r a i n s  
are mentioned in  Correas which suggests  th a t  they may n o t  be 
t r a d i t i o n a l .  I f  they are G ón gora 's in v e n t io n s  then he has 
s k i l f u l l y  and b e a u t i f u l l y  r e c re a te d  the rhythm and atmosphere 
o f  the r e fr a n e r o  in  them. Love procla im s h i s  power when the 
youth asks him what he i s  up t o :
. . . A  segar
más almas con e l  mirar 
que tú con la  hoz e s p ig a s . 11 .2 2 -2 4 .
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The reaper wishes to re tu rn ,  when the  harvest i s  done, to  h is  
own v i l l a g e  as f r e e l y  as he l e f t  i t ,  n e ith e r  leaving broken 
hearts  behind nor enamoured h im s e l f  o f  some young g i r l  he 
might meet. L ov e 's  rep ly  t o  h is  wish  to remain a f r e e  s p i r i t ,  
i s  phrased as a q u e s t io n :  ' ¿T ienes a lm a ? ' . The segador 
b e l i e v e s  s o :
¿Pues qué aguardas, Segador,
s i  yo ,  con se r  e l  Amor,
sus armas temo enemigas? 11 .30 -32 .
Love, by h is  nature , f e a r s  no man and i f  the segador s t i l l  has 
a sou l then love  w i l l  s t i l l  be a b le  to  s t e a l  i t  away. The 
r e p e t i t i o n  o f  the re fra n es  emphasizes and reminds him o f  t h i s .
Romance number 71 i s  extrem ely  su b t le  and e leg a n t ,  and 
a tm osph er ica l ly  q u ie t  -  a lo w -v o ic e d  con versa t ion  between two 
t r a v e l le r s  on the same roa d .  This i s  in  stark c o n tra s t  to the 
loud h u l lo in g  o f  the cowherds o f  romance number 68. Their  
shouts and w h is t le s  are emphasized by the punctuation and 
exclamatory phrasing o f  the f i r s t  q u a tra in :
¡Cuántos s i l b o s ,  cuántas voces 
la nava oyó de Zuheros, 
sen t idas  b ie n  de sus v a l l e s ,  
guardadas mal de sus ecos'.
The romance i s  s e t  in  a known l o c a t i o n ,  an area renowned 
f o r  the q u a l i t y  o f  the f i g h t in g  b u l l s  reared th ere , and around 
the v a l le y s  o f  which the shouts o f  the cowherds echo. These 
vaqueros are n ot  a t  th is  moment tend ing  th e ir  herds, but instead  
are in  search o f  ' l a  herm osa ',  f u r t h e r  d escr ibed  a s :
Cerrera , lu c i e n t e  h i j a
del toro  que p isa  e l  c i e l o .  1 1 .7 -8 .
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T h is  i s  a l i t t l e  m y s te r io u s .  We cannot be sure a t  f i r s t  
whether they are  in  search  o f  a b e a u t i f u l  strayed  h e i f e r  o r  
a b e a u t i f u l  g i r l .  Her name in d ic a t e s  why the ’ hermosa' has
s tra y e d  f o r  Cerrera means ' the one who wanders w ild  and un-
38ta m ed ' .  She i s  the o f f s p r i n g  o f  the b u l l  ' que p isa  e l  
c i e l o ' , an odd and complex a l l u s i o n  which a ls o  appears in  the 
©f* the Soledades and r e f e r r i n g  e i t h e r  to  the con­
s t e l l a t i o n  o f  Taurus, which r i s e s  in  the heavens from about 
21 A p r i l  (and th e r e fo r e  perhaps j u s t  in d ic a t in g  that she was 
b o m  in  s p r in g ) ,  o r  to J u p ite r  who s e v e r a l  times took on the 
g u i s e  o f  a b u l l  in  o r d e r  to seduce nymphs and m o r ta ls .  I  am 
in c l i n e d  to  think th at  G6ngora i s  r e f e r r i n g  to J u p ite r  here
because  he was the fa t h e r  o f  Venus. In her astron om ica l form 
39Venus i s  a s ta r ,  a wandering s ta r  ( l a  c e r r e r a )  appearing in 
the morning as Phosphorus and in  the evening as Hesperus, and 
always as the b r i g h t e s t  s ta r  in  the heavens ( l u c i e n t e ) .  The 
romance r e f e r s  to  a g i r l  who i s  as b e a u t i f u l  and haughty as 
Venus the goddess o f  l o v e .  I t  was n o t  unknown f o r  g i r l s  to  be 
r e f e r r e d  t o  as ' n o v i l l a s ' , even in  the B ib le  the h e i f e r  i s  a 
metaphor f o r  a young woman. Samson took a w ife  f o r  her 
beauty  above a l l  and when she revea led  a s e c r e t  he had asked 
her to  keep h is  r e p ly  to those who co n fro n te d  him was:
I f  ye had n o t  plowed with my h e i f e r ,  ye had 
not found ou t  my r i d d l e .
( Judges ch a p ter  14, v . 1 8 ) .
An on look er  seeks c l a r i f i c a t i o n  o f  t h is  and asks in  the 
e s t r i b i l l o  o f  the romance, ' ¿Que buscades , vaqueros? ' . They
r e p ly :
2 2 7
Una, ay, n o v i l l e j a ,  una
que h ie re  con media luna
y mata con dos lu c e r o s .  1 1 .1 0 -1 2 .
(Carv,pare, /mo ivg.u. 6 7 -6 9 )
This con firm s a l l  s u s p ic i o n .  Although a h e i f e r ' s  horns would 
prov ide  the media luna o f  the song, there i s  here a deeper 
sense that the beauty  d escr ib ed  i s  more than that o f  a dumb 
anim al. In m etaphoric  language, as we have seen, n o v i l l a  
stood  f o r  maiden and we o f t e n  encounter in  G6ngora's p o e try  
the g i r l  whose arched  eyebrow i s  l ik e  the h a l f  moon, a bow 
with which to f i r e  d a r t in g  g lan ces  a t  any p r o s p e c t iv e  s u i t o r ,  
thereby wounding him. The unrequited love  which lead s  to  the 
l o v e r ' s  m etaphorica l  death i s  i n i t i a t e d  by her gaze and thus 
the maiden ' h ie re  con  media luna /y  mata con dos lu c e r o s '  which
are  her  b r i l l i a n t l y  sh in ing  eyes , l ik e  the s ta rs  o f  morning a
, • and even ing .
The second stanza  t e l l s  how the vaqueros have searched in  
every  nook and cranny o f  the landscape f o r  the n o v i l l e  j a :
No co n t ie n e  e l  bosque gruta ,
n i  tron co  ha ro id o  e l  tiempo
que no penetre e l  cuidado,
que no escudrine  e l  deseo . 1 1 .1 3 -1 6 .
T heir  in s i s t e n c e  i s  transformed in to  Perseverance p e r s o n i f i e d  -  
La d i l i g e n c i a  -  who in s te a d  o f  being hampered by r u s t i c  le a th e r  
shoes and con fin ed  to  the lower realms o f  the landscape , i s  
speeded by the wind in  which her f e e t  are c la d :
La d i l i g e n c i a ,  ca lzada ,
en vez  de abarcas , e l  v ie n to ,  11 .17-18  
in  her  search f o r  the n o v i l l e j a  a cross  the tops o f  the c lo u d -
swathed h i l l s :
l o s  montes h u e l la  y la s  nubes, 
turbantes  de sus ca b e zo s .  1 1 .1 9 -2 0 .
What had begun as a raucous romance now s e t t l e s  down. 
A lready  th ere  have been r e fe r e n c e s  to l i t e r a r y  t r a d i t i o n s ,  to 
Venus ( i n  her  n a tu ra l  g u ise  as a s t a r )  and to the usual 
Petrarchan images o f  the l a d y 's  eyes and eyebrows as moon and 
s t a r s .  Now the com p lex ity  in c r e a s e s .  In s p i t e  o f  i t s  complex 
symbolism, the s im ple wording o f  the e s t r i b i l l o  can be con ­
t r a s t e d  with  the more e la b o r a t e  syntax o f  the second stanza , 
which co n ta in s  a fa v o u r i t e  re-arrangem ent o f  syntax by Góngora; 
the Greek a c c u s a t iv e :
La d i l i g e n c i a ,  ca lzada ,  
en vez de a barcas ,  e l  v ie n to
would norm ally  rea d :  'La  d i l i g e n c i a  ca lzada  d e l  v ie n to ,  en vez 
de ca lza d a  de a b a r c a s '• The words are  n ot  in  the le a s t  common-
41
p la ce  -  d i l i g e n c i a  comes from the L atin  d i l i g e n t i a , w h i l s t  
turbantes  16 an A rabic  wtondi.
A f t e r  a r e p e t i t i o n  o f  the e s t r i b i l l o , the th ird  stanza 
con t in u es  in  s im i la r  s y n t a c t i c  v e in .  The rash and you th fu l  
lads want to  smash the rocks up in  t h e i r  o v e r -z e a lo u s  search .
I f  she does not  hear t h e i r  tender  ( ’. )  w h is t le s  she must e i t h e r  
be d ea f  to  than o r  in  a n a r c o t i c  t ra n ce :
Tan sorda piedad acusa
s i  rumiando, no , b e le ñ o s ,
la  a lcan zaron  tantas voces
en la  re g ió n  d e l  s i l e n c i o .  11 .29 -30 .
G ón gora 's use o f  the verb  rumiar serves  to  remind us o f  the 
am biguity o f  the female c h a r a c te r  in  t h is  romance. Deep in
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thought o r  in  a tra n ce ,  the word a ls o  reminds us o f  rumiant
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graz ing  an im als .  The e s t r i b i l l o  i s  repeated  f o r  a f i n a l  time 
b e fo r e  the tone o f  the romance changes .
One cowherd, G i l ,  rushes in  w ith  the good news that he 
has seen th e  n o v i l l a . From shouts and w h is t le s  the cowherds 
in s t a n t l y  f a l l  s i l e n t .  The word goes  round -  * ¡Quedo, ay, 
q u e d i t i c o ,  quedo'.'  -  they must be s i l e n t  as she i s  nearby. 
A f te r  the uproar o f  the search, cra sh in g  through woods and 
storming o v e r  h i l l t o p s  the cowherds suddenly become s o f t e r  
and g e n t l e r  in  t h e i r  approach as they near t h e i r  d e s t i n a t io n .  
S tea lth  and caution  are now needed in  o rd e r  n o t  to  s t a r t l e  
the n o v i1 1 a . G il  exp la ins  that they w i l l  not be a b le  to  g e t  
to her by f o r c e  o f  strength  because she i s  p ro te c te d  by :
Un no se que c e l e s t i a l ,
que t ien e  de o s cu ro  y c l a r o ,
para z a f l r o  muy r a r o ,
muy azu l para c r i s t a l ,  1 1 .4 1 -4 4 .
He does n o t  know what i t  i s  that d en ies  her to  them but r e co g ­
n ize s  i t  as  something supernatural,  d iv in e ,  b r ig h t  and dark 
a l l  a t  o n c e .  The s u r e - fo o te d  n o v i 1la  wanders w ithout fe a r  
behind a k in d  o f  diaphanous c u r ta in ,  unperturbed as she grazes 
and drinks  the dewdrops, her horns g i l d e d  by the May sunshine. 
Here i s  perhaps the most p a s to r a l ,  i d y l l i c  scene to  be found 
in  any o f  GSngora’ s romances r u s t i c o s . I t  i s  s t i l l  p o s s ib l e  
to f o l l o w  the  p a r a l l e l  o f  the young g i r l / n o v i l l a  h ere .  Where 
the h e i f e r  g ra zes ,  the maiden would be p luck ing  f lo w e rs ,  
secure in  h er  innocence .
Both o f  the poems d iscu ssed  here cou ld  e a s i l y  be fa r  more 
than s im ple  r u s t i c  l in e s ,  w r it ten  in  an i d l e  moment. Both 
segador and n o v i l l a  are probably in tended  as p o e t i c  represen ­
ta t io n s  o f  known c o u r t ie r s  o r  s o c i e t y  members o f  Gongora 's
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day. The segador , d escr ib ed  in  g low ing , p h y s i c a l l y  a t t r a c t i v e
d e t a i l ,  i s  thought to  be a glam ourized p o r t r a i t  o f  Gonzalo de
F igueroa , w r i t t e n  to  persuade the young lady he loved to 
42n o t i c e  him. The second romance i s  d ed ica ted  as a l i s o n ja  
to  Doña E lv ir a ,  daughter o f  a c e r t a i n  Señor Zuheros de C órdoba .^  
I t  i s  thought that the 'n o  sé qué c e l e s t ia l *  stanza i s  no more 
than a d e s c r ip t i o n  o f  the g i r l ' s  f a t h e r ' s  house. The purpose 
o f  both  poems seems to  have been pu re ly  a r i s t o c r a t i c ,  to  be 
used as means o f  f l a t t e r y  o r  persu as ion .  ' ¡Cuántos s i l b o s ,  
cuántas v o ce s ' . '  i s  a q u i t e  astou n d in g ly  complex romance w h i l s t  
‘Al campo s a l i ó  e l  e s t í o '  i s  s h o r te r ,  p la in e r  and in  a sense 
more l y r i c a l .  I f  they were both w r i t te n  ' to  o rd er '  then they 
s k i l f u l l y  re v e a l  G ón gora 's a b i l i t y  to use that  ' troubadour' 
t r a d i t i o n .  The f i r s t  romance d is cu sse d  (number 71) must have 
been s u c c e s s fu l  because o f  i t s  d e l i g h t f u l  s i m p l i c i t y :  the 
second (number 68) was probably  l e s s  so because o f  i t s  complex­
i t y  and because the n o v i l l a /maiden analogy wears th in  towards 
the end o f  the romance.
I  now turn to two fu r th e r  romance r ú s t i c o s  which are  in  
com plete  c o n t r a s t  w ith  one an o th er .  Both are parod ies  o f  the 
p a s t o r a l  mode, one e a r ly  and one l a t e ,  showing how d iv erse  
G ón g ora 's methods w ith in  a s in g le  genre can b e .  In my own 
o p in io n  i t  i s  the e a r l i e r  o f  the two which proves most s u c c e s s ­
f u l  in  i t s  purpose.
*  *  *  *  *
A f i n e  example o f  how Góngora converts  the p a s to ra l  mode 
to  s u i t  the r u s t i c  lo v e r  he imagines i s  romance number 9 ' En 
la  pedregosa o r i l l a '  , w r it ten  in  1582. I t  i s  a burlesque 
romance w r i t te n  much as a ’ r e c ip e '  f o r  the p a s to ra l  but with
le s s  s e r io u s  in t e n t i o n s .  As with many true p a s to ra l  romance
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i t s  syntax i s  p r e d i c t a b l e  a lthough here i t  i s ,  o f  co u rse ,
d e l i b e r a t e l y  so . I t  b e g in s  by parodying th ose  hundreds o f
romances, both v i e j o  and nuevo, beginning ’ E n /por /de  l a ( s )
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o r i l l a ( s ) / r i b e r a ( s )  de X*. The s e t t in g  f o r  the romance i s  
o f  g rea t  in t e r e s t .  P a s to r a l  p o e try  was, as we have seen, 
poetry  o f  i d e a l s ;  s e t  in  an Arcadian i d y l l i c  landscape where 
a l l  was v e rd e , f l o r i d a  and a l e g r e , and where r iv e r s  flow ed 
sacred and pure and c r y s t a l l i n e ,  Gongora d e s c r ib e s  th is  land­
scape as an e x a c t ly  a n t i t h e t i c a l  one, in  o t h e r  words, j u s t  as 
the banks o f  the Guadalm ellato a c t u a l l y  a r e .  This r i v e r  runs
from lo s  Pedroches in  Cordoba prov in ce  to  j o i n  the Guadalquivir  
45near A l c o l e a .  There i s  noth ing  s t y l i z e d  and a r t i s t i c  about 
i t .  I t s  banks are ro ck y  and barren  ( l a  pedregosa o r i l l a )  and 
i t s  waters muddy ( t u r b i o ) .  I t  i s  t o t a l l y  unpleasant and as a 
t r ib u ta r y  o f  the G uadalqu ivir  i t  adds o n ly  mud.
Here, in  a barren  landscape, where thoughts o f  lo v e  would 
be the fu r th e s t  thing from most p e o p le ' s  minds, Galayo guards 
h is  herd. Standing in  the a rch ty p a l  sh ep h erd 's  pose , one hand 
re s t in g  on h is  crook ,  the o th er  hand on top o f  that w r i s t ,  he 
watches o v e r ,  no t  a f l o c k  o f  f a t  woolly sheep but ' unas f l a c a s  
yeguas' . This i s  a d e l i b e r a t e  a s s a u lt  on the p a sto ra l  l o v e r .  
Normally, due to s l e e p l e s s  n ig h ts  l o s t  in  thoughts o f  l o v e ,  i t  
i s  the shepherd h im s e l f  who i s  d e sc r ib e d  as ' f l a c o '  . Here the 
sparse herd o f  c a t t l e  a re  a sorry  l o t  w h i l s t ,  though i t  i s  not 
s ta te d ,  i t  i s  suggested  that the herder i s  ra th er  more robust  
than u su a l .  Apart from th is  he i s  d escr ib ed  as ' p a s t o r  pobre 
y  s in  a b r ig o ’ . GSngora takes c l i c h e d  id ea s  from o th e r  p astora l  
poems and puts them o u t  o f  c o n te x t  to h ig h l i g h t  t h e i r  inherent 
a b s u r d i t i e s .  The l o n e l y ,  forsaken  ' pobre p a sto r '  i s  here an
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impecunious man (p a s t o r  pobre) ra th er  than s p i r i t u a l l y  impov­
e r is h e d .  He does n ot  in  f a c t  have an ' a b r i g o ' , that  i s ,  not 
the usual shepherd 's  s h e l t e r ,  but here an o v e r c o a t ,  unless 
one may count the t a t t e r e d  o ld  one he i s  w earing :
. . . s i n  a b r ig o
para lo s  y e lo s  de mayo,
no mSs de por e s ta r  ro to
desde e l  tronco  a lo  mas a l t o .  1 1 .9 -1 2 .
This i s  p la i n l y  absurd. In A rcadia  w in ter  n ever  comes, l e t  
a lone that  there  should be f r o s t s  in  May. The in h o s p ita b le  
landscape, inclem ent weather, and poverty  o f  Galayo are a l l  
d i r e c t  p arod ies  o f  the p a s to ra l  norms.
The shepherdess w ith  whom he has f a l l e n  in  lo v e  i s  i n t r o ­
duced a t  l i n e  17:
. . . l a  l in da  Teresona, 
n in fa  que siempre ha guardado 
o r i l l a s  de Vecinguerra 
animales v id r ia d o s ;  1 1 .1 7 -2 0 .
She i s  n o t ,  as i t  might a t  f i r s t  appear, a g e n t le  lady who 
tends id e a l i z e d  c r y s t a l  animals by a r iverban k . She i s  a c tu ­
a l l y  a f a t ,  d i r t y  peasant g i r l  who has always had l i c e .
Alemany y S e l fa  d e f in e s  an 'an im al v idriado*  as a : ^
P i o j o ,  in s e c to  anopluro, qu izá  
a lud iendo  a la p i e l  de e s te  anim al.
The D ic c io n a r io  de autor idades  adds that t h is  animal ' s e  c r í a . . .
47de l sudor, o g rassa ,  o por la f a l t a  de l i m p i e z a ' . L i t t l e  
e l s e  needs to be sa id  excep t  perhaps in  her  d e fe n ce ,  that she 
i s :
h i j a  d e  p a d r e s  q u e  f u e r o n
p a s t o r e s  d e s t e  g a n a d o ,  1 1 . 2 1 - 2 2
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impecunious man ( p a s t o r  pobre) ra th e r  than s p i r i t u a l l y  impov­
e r ish e d .  He does n ot  in  f a c t  have an ' a b r i g o ' , that  i s ,  not 
the usual sh ep h erd 's  s h e l t e r ,  but here an o v e r c o a t ,  unless  
one may cou nt  the ta t te r e d  o ld  one he i s  w earing :
. . .  s in  abrigo
para lo s  y e lo s  de mayo,
no mSs de por e s t a r  r o to
desde e l  tronco  a lo  mas a l t o .  1 1 .9 -1 2 .
This i s  p l a i n l y  absurd . In A rcadia  w in ter  never  comes, l e t  
a lone that  there  should be f r o s t s  in  May. The in h o s p i ta b le  
landscape, in clem ent weather, and poverty  o f  Galayo are a l l  
d i r e c t  p a ro d ie s  o f  the p a s to ra l  norms.
The shepherdess with whom he has f a l l e n  in  love  i s  in t r o ­
duced a t  l i n e  17:
. . . l a  l inda  Teresona, 
n in fa  que siempre ha guardado 
o r i l l a s  de Vecinguerra 
animales v id r ia d o s ;  11 .1 7 -2 0 .
She i s  n o t ,  as i t  might a t  f i r s t  appear, a g e n t le  lady who 
tends i d e a l i z e d  c r y s t a l  animals by a r iverb a n k . She i s  a c tu ­
a l l y  a f a t ,  d i r t y  peasant g i r l  who has always had l i c e .
Alemany y S e l fa  d e f in e s  an 'an im al v id r ia d o '  as a : ^
P i o j o ,  in s e c to  anop luro , qu izá  
a lud iendo  a la p i e l  de e s te  animal.
The D i c c io n a r io  de autoridades  adds that t h is  animal ' s e  c r í a . . .
47d e l sudor, o g ra ssa ,  o por la f a l t a  de l i m p i e z a ' . L i t t l e  
e l s e  needs to  be sa id  except  perhaps in  her d e fen ce ,  that she 
i s :
h i j a  d e  p a d r e s  q u e  f u e r o n
p a s t o r e s  d e s t e  g a n a d o ,  1 1 . 2 1 - 2 2
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and t h e r e fo r e  knows no b e t t e r  than to  f o l l o w  the fam ily  t r a d ­
i t i o n .  The sheer f i l t h  i s  emphasized by her o r ig i n s ,  r i d i ­
c u l in g  here the p seu d o -g en ea log ies  o f t e n  found in  p a sto ra l  
p o e try  in  m ock -d isgu ise  o f  i d e n t i t y .  Her parents a r e :
e l  uno o r i l l a  de Esgueva,
e l  o t r o  o r i l l a  de Darro. 11 .23 -24 .
Here Góngora i s  jo k in g  a t  the expense o f  the c l a s s i c s  where
nymphs are  o f t e n  the daughters o f  c e r t a in  r iv e r s  o r  t r i b u t a r i e s .
The c o l l o q u i a l  phrasing in  f a c t  suggests  that her parents were
48themselves b o m  on the banks o f  sew ers.
The nature o f  p a s to ra l  lo v e  was always the same. I t  was 
p u re ly  p la t o n i c .  B e a u t i fu l ,  n o b le  shepherds and shepherdesses 
spent t h e i r  time gazing a t  each o th e r ,  s in g in g ,  dancing and in  
p o l i t e  c o n v e rs a t io n .  K isses and ca re sse s  were o c c a s i o n a l ly  
exchanged in  l a t e r  examples, but fu r th e r  b o d i l y  con ta c t  was 
n ever  indulged in .  The id e a l  p a s to r a l  love  was the preserve  o f  
the mind a lo n e .  Góngora does n o t  g iv e  us true  p a sto ra l  in h ab ­
i t a n t s  o f  A rcad ia ;  Galayo i s  too  lu s ty ,  and Teresona on ly  
' l in d a '  ra th er  than ' hermosa' . I t  seems that  n e ith e r  i s  t h e i r  
lov e  up to  the usual l o f t y  s tandards . G a layo 's  love f o r  
Teresona i s  d e s c r ib e d :
. . .G a la y o  andaba 
tiesamente enamorado, 
lanzado d e l  pecho a rd ien te  
regtieldos am artelados . 11 .25-28 .
His love  i s  somewhat v u lg a r .  The d is co m fo r t  i t  causes him 
does n ot  send ou t  s igh s  from h is  burning b r e a s t  but in stead  
crude lo v e s i c k  b e lc h e s ,  a c o n d i t i o n  which appears more akin  
to severe  heartburn o r  in d ig e s t io n  than to heartache o r  the
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l o v e r ' s  malady o f  h e r e o s . Furthermore, we are in c l in e d  to 
doubt the  q u a l i t y  o f  h i s  l o v e .  Shepherds are always p ro ­
c la im in g  as they wander how deep ly  in  love  they are  w ith  th e ir  
lady . G6 ngora chooses  the v ocabu lary  f o r  th is  romance with 
a b s o lu te  p r e c i s i o n  -  ' t iesamente enamorado' meaning f i r m ly  o r  
s tu b b orn ly  in  l o v e ,  a l s o  c a r r i e s  the su g g est ion ,  and in d ecen t  
one t o o ,  o f  ' t i e s o '  as ' s t i f f '  o r  ' r i g i d ' .  The mock so lem nity  
o f  the l i n e s :
No s ie n te  tanto e l  desdén 
con que de e l l a  era tra ta do ,  
cuanto la t e r r i b l e  ausencia  
le  comfa medio la d o ,  11.29-32
can o n ly  be a co v e r -u p  f o r  the a cu te  sexual f r u s t r a t i o n  he 
f e e l s .  I t  i s  the p h y s ic a l  se p a ra t io n  which i s  m e ta p h o r ica l ly  
' ea t ing  him up' .
The romance continues  as Góngora in trod u ces  two lo v e  con­
ven tion s  gleaned from p a s to ra l  l i t e r a t u r e  and R enaissance l i t ­
e rature  in  g e n e r a l :  the love  token and the lament. A lo c k  o f  
h a ir  was o f t e n  one o f  the most p erson a l and th e r e fo r e  the most 
ch er ish ed  g i f t s  that a lo v e r  might r e c e i v e .  Petrarch ,
Sannazarro , and even G a rc i la so  in  h is  f i r s t  Eclogue w r i t e  
49about them :
Tengo una parte  aquí- de tus c a b e l l o s
E l is a ,  envueltos  en un blanco  paño,
que nunca de mi seno se m 'apartan . 11 .3 5 2 -5 4 .
G a layo 's  lock  o f  h a ir  i s  in  c o n t r a s t :
tan d e l i ca d o  y c u r i o s o ,  
tan cu r io s o  y d e l i c a d o ,  
que s i  e l  cordón  es tomiza, 
lo s  c a b e l l o s  son e s p a r to .
y en un papelón de e s tra z a ,  
habiéndole  antes  besado, 
le  e n v u e l v e , . . . 11 .36-40 , 45-4S
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There can be no comparison between E l i s a ' s  lo c k s  in  a white 
c l o t h  and T e re so n a 's  co a rse ,  b r i t t l e  h a ir  l i k e  d r ied  g rass  in  
a p ie c e  o f  brown paper . The mockery i s  emphasized by meaning­
le s s  r e p e t i t i o n  a t  l i n e s  36 and 3 7 .^
Góngora i s  a c r u e l  master. Not c o n te n t  with p rov id in g  a 
s in g le  lo v e  token f o r  r i d i c u l e ,  he g iv es  Galayo a second, to 
make the p o in t  o f  h i s  a b su rd ity .  The p o r t r a i t ,  u su a lly  a 
f i n e  m in iature  m a ste rp ie ce ,  i s  here transmuted in to  a p ie c e  
o f  rag daubed with  an a p o th e ca ry 's  o ld  p a l e t t e  k n i f e :
. . . e n  un pedazo de an jeo ,
no s in  primor n i  t ra b a jo ,
con una espátula  v ie ja
se  l o  p intó  un b o t i c a r i o .  11 .49 -52 .
The lu d ic ro u s  p os tu r in g  o f  th is  r u s t i c  cowherd becomes alm ost 
unbearable when he beg in s  h is  lament, as a l l  good p a s to ra l  
lo v e r s ,  from Amadfs to  Polyphemus, are wont to  do. He sings 
in ' tono romadizo' a lthough we are not t o ld  why. We can o n ly  
sp ecu la te  that i t  may be because he has heard o th er  s in g ers
do t h is  and i t  i s  the proper way, he th in k s ,  to go about
51 52s in g in g ,  o r  because  he has such a th ick  r u ra l  a c c e n t ,  o r
f i n a l l y  because he has perhaps caught c o ld  through want o f  a 
decent o v e r c o a t .  Some form o f  accompaniment i s  u su a lly  n e ce s ­
sary f o r  a love  lament, a r a b e l , o r  a zampoña, perhaps.
Galayo does n o t  even have a bandurria , so in s te a d  he w allops  
a mortar w ith  h i s  f i s t .  I t  i s  easy to  imagine that the r e s u l ­
tant sound must have been both deafening and h o r r ib l e .
The song i s  addressed to the p a in t in g ,  instead  o f  to 
Tercsona , another i d i o t i c  mistake Galayo makes. He i s  a ls o  
in  the h a b it  o f  t o t a l  malapropism, using desabr ida  ( i n s i p i d ,
s u r ly ,  d is a g r e e a b le )  f o r  desdefiosa ( l i n e  58 )  and menoscabo
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o r  im p e r fe cc ió n  i s  rep la ce d  by m ella  ( l i n e  6 0 ) .  He r e s o r t s  
to  t o t a l  t r i v i a l i z a t i o n  through s i l l y  popular jo k e s  and 
p h ra se s :
la f r e n t e  en tre  la s  dos s ien es  
y l o s  d ie n te s  en la  boca ; 11 .6 3 -6 4 .
The lament, i f  i t  can indeed be c la s s e d  as such, i s  absurd, 
t r i v i a l  and conveys no s e n s i t i v i t y  o r  emotion, o n ly  in a n it y .
He p r o fe s s e s  to  having performed the same crazy  r i t u a l s  as 
Amadis might have done;
m irándolos  (h e r  e y es )  me e s t a r ía
toda la noche y e l  d ía
comiendo turmas de t i e r r a .  11 .70 -72 .
Like the l o v e s i c k  Polyphemus, Galayo ends h is  lament with a 
p lea  th at  she (and here he i s  o n ly  address ing  the r e t r a t o ) 
might look  and see what a f in e  f i g u r e  o f  a man he i s .  Are we 
prepared to  b e l i e v e  him? Góngora has g iv en  no p h y s ica l  des­
c r i p t i o n  o f  the cowherd, and we have o n ly  G a la y o 's word that 
he i s  ' r u b i o  y  zarco /com o Dios h izo  un c a n d i l '  ( l i n e s  8 3 -8 4 ) .  
How can he be so sure o f  h i s  i r r e s i s t i b l e  a t t r a c t iv e n e s s ?  He 
t e l l s  us ' a y e r  me m iré  en un charco '  . To the r e a d e r / l i s t e n e r  
i t  i s  ob v iou s  that a muddy puddle must have prov ided  as d i s ­
to r t e d  an image o f  Galayo as the botched p o r t a i t  on the rag 
o f  T eresona. We cannot be c e r t a in  even o f  th is  man's a b i l i t y  
to  re co g n iz e  beauty . Even Polyphemus took to admiring h im se l f  
in  a p o o l .  S u f f i c e  i t  to say that Góngora i s  suggesting  a 
fu r th e r  a b su rd ity ,  f o r  in  true p a s to ra l  poetry  o n ly  the b e a u t i ­
f u l  and y ou th fu l  were r e a l l y  e n t i t l e d  to the d e l i g h t s  o f  l o v e .  
Galayo and Teresona have none o f  the c r e d e n t ia l s  o f  the i d e a l ­
iz e d  shepherds and shepherdesses o f  p a s to ra l  l i t e r a t u r e ,  y e t
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by mocking t h e i r  a s p ir a t io n s  to  be so in v o lv e d ,  Góngora s l y l y  
undermines the whole t r a d i t i o n .  I f  r e a l  herders and r u s t i c s  
cannot be long  to t h is  s p e c i a l i z e d  world , how can noblemen 
and la d i e s - in - w a i t i n g  a s p ire  to  i t  e i t h e r ?
This  poem i s  a t o t a l  b u r le sq u e  o f  a l l  the id eas  and 
id e a l s  concerned with the p a s t o r a l  t r a d i t i o n ,  appearing a t  
e x a c t l y  the time when i t  was beg inn ing  to  come in t o  vogue as 
a genre  w ith in  the romancero n uevo . B a l l ,  as I  have sa id ,  
p o in ts  ou t  that i t  cou ld  e q u a l ly  w e l l  serve  as a ' r e c ip e '  f o r  
s e r io u s  p a s to ra l  p oe try ,  and the  format o f  G óngora 's Fábula 
de P oli fem o y Galatea draws v e r y  near to  th is  in  1613. Later 
s t i l l ,  however, Góngora re tu rn s  to  r i d i c u l e  the genre  in  an­
o t h e r  romance, 'M in g u i l la  la siempre b e l l a ' .
*  *  *  *  *
W ritten  in  1620, the romance 'M in g u i l la  la  siempre b e l l a '  
has prompted mixed op in ion s  on  the p a rt  o f  s c h o la r s  and c r i t i c s .
A poem o f  112 l i n e s ,  i t  i s  w r i t t e n  in  quatra in s  w ithout 
s t r o p h i c  o r  s ta n z a ic  d i v i s i o n s  and with no l y r i c a l  e lem ents , 
( e s t r i b i l l o s , d ia lo g u e ,  exclam atory  phrases o r  r e f r a n e s ) . In 
the in t r o d u c t i o n  to h is  e d i t i o n  o f  the romances, Carreño f in d s  
th a t  the romance i s  l inked to  a l e t r i l l a  'A n sares  de Menga', 
a l s o  w r i t te n  in  1620, by i t s  m yth ic  c o r r e l a t i o n s ,  s e l e c t  vocab -
53u la r y ,  id e a l i z e d  female f i g u r e  and ' lo  e s c u l t ó r i c o  de su forma' . 
G en era l ly  he does not seem to  d i s l i k e  the romance which i s  in  
t o t a l  o p p o s i t i o n  to o t h e r , s c h o l a r s .  For Robert Jammes the 
romance ' e s t  sans doute parmi le s  p lus mauvaises qu i s o ie n t  
tombées de la plune de G ón gora ' .  On the o th e r  hand, the above-
mentioned l e t r i l l a  'm é r i t e  d ' ê t r e  co n s id é ré e  comme l ’ un des 
54c h e f s - d ' o e u v r e ' .  He embarks upon a minor study o f  the
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romance but n e v e r th e le s s  c o n c lu d e s :
mais j e  ne m 'exp liq u e  pas autrement que 
Gôngora a i t  conduit  ju sq u 'a u  cent-douxièm e 
vers  un romance qui son n a it  faux dès le  
début.
I t  may a t  f i r s t  appear to  be a harsh judgement, y e t  Montesinos 
i s  o f  much the same, i f  not o f  an even more severe ,  mind:^^
Daríamos cu a lq u ie r  cosa  por poder borra r  
e s te  romance de la  l i s t a  de lo s  a u té n t ic o s  
de don L uis ,  para poder d e c ir  siempre que 
no é l ,  s in o  con tinuadores  o d i s c í p u l o s  que 
no lo  entendían , fr u s t r a r o n  las  p o s i b i l i ­
dades d e l  cu lteran ism o.
Jammes a ls o  c o n s id e r s  that i t  i s  u n f in ish ed ,  and ju d g in g  by the 
adverse r e a c t io n s  to  i t ,  i t  was probably  b e s t  l e f t  th a t  way. 
What i s ,  then, so g a l l i n g  about th is  s h o r t ,  y e t  extrem ely  
Baroque,poem?
F. Lázaro C a rre ter  c la s s e s  i t  as a Baroque romance and 
indeed i t  does c o n ta in  h ig h ly  learned and very  c a r e f u l l y  worked 
elem ents; f o r  example, the a l l u s i o n  to  I ca ru s ,  the Baroque 
epitome o f  am bit ion , in  l in e s  13 to  20:
G i l  desde sus t i e r n o s  años 
a ras  l e  e r i g i ó  d evoto , 
humildemente celando 
tanto  c u l t o  aun de s í  p ro p io .  
P ro fan ó lo  alguna vez 
pensamiento que, amoroso, 
volando en cera  a tre v id o  
nadó en desengaños l o c o .
J .  H. Turner f u l l y  a p p rec ia tes  th is  a l l u s i o n  in  h is  study o f  
the myth o f  I c a r u s .  He s a y s : ^
In the romance 'M in g u i l la  la  siempre b e l la '  
(M i l l e ,  84 )  G i l ' s  lov e  f o r  the b e a u t i fu l  
shepherdess i s  expressed  in terms o f  c l e a r  
though in d i r e c t  a l l u s i o n s  to the f l i g h t  o f  
Daedalus' son: ( 1 1 .1 3 - 2 0 ) .
In  the co n te x t  o f  a love  between two 
people  w ith  such r u s t i c  names as G i l  and 
H in g u i l la ,  the a l t a r s  and r i t e s  o f  such an 
id e a l  l o v e  i s  c re a te d  o n ly  so th a t  i t  can 
be s p o i l e d  by the in t r u s io n  o f  a daring 
thought, the breaking o f  the s p e l l  o f  
c o u r t ly  love  by the thought o f  p ro fa n e ,  o r  
p h y s i c a l ,  a t t r a c t i o n .  G i l ' s  bo ld  thought 
f a l l s  l i k e  Ica ru s ,  in  t h is  case  the f a l l  
leads o n l y  to a swim in  the nearby Tagus.
In t h is  c o n te x t  the r e fe r e n c e  to  the world 
o f  O v id ia n  mythology i s  in congruous, g e n t ly  
mocking G i l ' s  p re te n t io n s  to c o u r t l y  love  
while a t  the same time the ju x t a p o s i t i o n  
G i l / I c a r u s  must d e t r a c t  from the s ta tu re  
o f  the m y th . . . .
For Turner, GSngora 's  p o e t i c  genius becomes ev id en t  in  the 
condensing o f  a passage from Ovid c o n s i s t in g  o f  f i f t y - t h r e e  
l in e s  to a mere, y e t  b r i l l i a n t ,  f i v e  words:
vo lan do  en cera  a t r e v id a /n a d ó .
N evertheless  t h is  i s ,  p robably  u n fo r tu n a te ly  so ,  one o f  the 
b e t t e r  moments o f  the romance. L ater  uses o f  c l a s s i c a l  a l l u s i o n  
are  le s s  s u c c e s s f u l :
porque s in  cometer fuga, 
tea tro  h iz o  no c o r t o  
aquel campo de un r ig o r
que â rb o l  es hoy de A po lo .  11 .109 -12 .
T his ,  the f i n a l  stan za  o f  the romance, with i t s  a l l u s i o n  to 
A p o l l o ' s  p e r s i s t e n t  amorous p u rsu it  o f  Daphne, i s  o f  l i t t l e  
help  to our understanding o r  enjoyment o f  the o th e r  events in 
the poem. I t  i s  a resounding f a i l u r e  when compared with 
Gongora 's  use o f  the  same m y th o lo g ic a l  a l l u s i o n  in  h is  sonnet 
'A  Dafne ya lo s  b r a z o s  l e  c r e c ia n '  .
Jammes may w e l l  be c o r r e c t  in  th ink ing  the romance 
' inachevée' . I t s  purely  n a r r a t iv e  form lends nothing o th er  
than a mechanical procedure from one stanza to  the n ex t ,  and
when compared with the n e a r -p e r f e c t  s t r u c tu r in g  o f  e a r l i e r  
romances r ú s t i c o s  ( i n  p a r t i c u la r  numbers 52, 62 and 60) the 
movement o f  the poem i s  d isa p p o in t in g  and la cks  a l l  e x c i t e ­
ment. O ften  in  these s h o r te r  com p os it ion s  G6n g o ra 's  metaphors 
a re  the l in k in g  elements and d r iv in g  f o r c e s  o f  each one, l ik e  
the c o r a l  beads, the l i t t l e  h e i f e r ,  water symbolism, and so 
o n .  Here he uses p a in fu l l y  c o n tr iv e d  and overworked metaphors 
which do n oth ing  to  buoy up the s t r u c tu r e  o f  the romance;
Nevó jazmines sobre  é l ,
tan desmentidos sus c o p o s ,
que engañaran a la  e n v id ia ,
s i  é l  no le s  pusiera  c o b r o .  11 .61 -64 .
Furthermore, there  i s  no l y r i c a l  framework to l ig h ten  the bur­
den o f  these  in ten se  metaphors.
W ritten  much l a t e r  than a l l  the o t h e r  romances r ú s t i c o s , 
'M in g u i l l a  la  siempre b e l l a '  seems something o f  a m i s f i t  in  
s p i t e  o f  the employment o f  r u s t i c  ch a ra c te rs  and landscapes.
The ideas  behind i t  are  so u n lik e  those in  the o th er  romances 
r ú s t i c o s . In f a c t ,  i t s  d i s f r a z  r ú s t i c o  i s  o f  a very th in  k ind ; 
Jammes i s  c e r t a i n l y  c o r r e c t  in  b e l i e v in g  i t  to be one w ritten  
' on demand' :
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I l  n ' e s t  pas in con cev a b le ,  après to u t ,  que 
1 ' auteur a i t  é té  mis au p ied  du mur par ses 
amis de la  Cour en 1620, comme i l  l ' a v a i t  
é té  en 1603, e t  qu' i l  a i t  vou lu , une f o i s  
de p lu s , r e le v e r  l e  d é f i ;  un d é f i  que j e  
fo rm u lera is  a in s i  ra c o n te r  sur l e  mode 
ru s t iq u e ,  mais en s t y l e  rë ch erch ë ,  les  
amours d 'un  co u r t is a n  qui a v a i t  to rée  sous 
l e s  yeux de sa d a m e . . . .
T h is ,  then, i s  n o t  the f i r s t  romance r u s t i c o  to be w r it ten  with 
an a c tu a l  a f f a i r  o f  the heart in  mind. L ike  numbers 68 and 71, 
d is cu sse d  e a r l i e r ,  i t  i s  w r i t te n  f o r  persons a t  co u r t ,  but i s
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much le s s  e n t h u s ia s t i c ;  an e n t i r e l y  h a l f -h e a r t e d  attempt to  
produce  a poem to o r d e r .
The poem i s  very  Baroque, a lthough  in  the le a s t  f l a t t e r i n g  
s e n se  o f  the word. I t  beg ins f a i r l y  e a s i l y  with a d e s c r ip t io n  
o f  M in g u i l la :
. . . l a  siempre b e l l a ,
la que ba ilando  en e l  c o r r o ,
a l  b ia n co  fecundo p ie
suceden c l a v e l e s  r o j o s ;  11 .1 -4
y e t  co n t in u e s :
la  que dulcemente a b re v ia ,  
en l o s  o rbes  de sus o j o s ,  
s o l e s  con f l e c h a s  de luz ,
Cupidos con rayos  de o r o ;  1 1 .5 -8 .
There  i s  something d is t u r b i n g l y  m orta l  and p h y s ica l  in  th is  
r e fe r e n c e ,  n o t  to her  eyes but to  t h e i r  s o c k e ts ,  o r  o r b i t s ,  
and the re v e r s a l  o f  a t t r i b u t e s  in  the second two l i n e s  o f  the 
q u a tra in  o n ly  serves  to  emphasize the cu r iou s  image. She i s  
f u r t h e r  d escr ib ed  a s :
es ta  Deidad labradora  
de donde comienza arroyo  
a donde fen ece  r í o ,
Tajo  la  venera undosa. 11 .9 -12 .
Her beauty i s  such th at  her fame has spread along the length  
o f  the Tagus. This i s  absurd in  the case  o f  a labradora in  
s p i t e  o f  her ' d i v i n i t y '  . Góngora does n o t  con v in ce  us o f  her 
beauty  and i s  asking too  much from us i f  he wishes us to 
b e l i e v e  such th in g s .  F. Lázaro C arre ter  sees  th is  t r a i t  -  
t h i s  ' pensar por  c o n t r a s t e s ’ -  as one o f  G óngora 's most funda­
m ental Baroque e lem ents.^ He does n o t  f in d  the v i s i o n  o f  
peasant g i r l  as 'd i o s a '  a t  a l l  d is t u r b in g  in  s p i t e  o f  the
' d e s n iv e l  emotivo ' which i t  produces in  l in e s  i  to  1 2  o f  the 
poem, becau se :
inversamente, las deidades paganas se le  
co n v ie r ta n  en c r ia t u r a s  r i s i b l e s  y 
cóm ica s .
The e f f e c t  o f  t h is  i s  u su a lly  ' por un lado a e m b e l le c e r  a 
u lt ra n z a ,  y por o t r o ,  a d en ig ra r ,  a d e s p re c ia r ,  a e s c a r n e c e r  
su e s c r ú p u l o ' . Yet here the a sp e c t  o f  b e a u t i f i c a t i o n  seems to 
have become swamped by that l e s s  d e s ir a b le  s id e ,  to the  p o in t  
a t  which one wonders i f ,  and s in c e r e ly  hopes that ,  Gongora i s  
again  mocking h is  own s t y l e  w ith in  the genre he i s  u s in g .  At 
t h is  la t e  stage  in  h is  p o e t i c  ca re e r  i t  seems l i k e l y  that  he 
was taking the Baroque s t y l e  to  i t s  l im it s  w h i ls t  d e r id in g  the 
con vent ion s  o f  love  p o e try .  I f  one agrees , with Jammes, that 
the poem was w r i t te n  s o l e l y  upon request ,  then the e x c r u c ia t in g  
poses adopted by G i l  the lo v e r  can be r id i c u le d  as any seven­
te en th -cen tu ry  reader  would have r id i c u le d  the m ed ieva l  c o u r t ly  
l o v e r .  A l l  the usual Petrarchan and n e o -P la to n ic  m o t i f s  are 
to  be found here -  eyes as suns, s ig h s ,  hearts  and f l o w e r s  -  
f o r  example:
sus z a f i r o s  c e l e s t i a l e s
v o lv i ó  a un su sp iro  tan s o lo ,
como breve de cobarde,
como i n d i s t i n t o  de ronco . 11 .2 9 -3 2
and
A lo s  d e sv ío s  ape la ,
partiendo en lo  más remoto,
con e l  c é f i r o  su sp iros ,
con e l  eco s o l i l o q u i o s .  1 1 .7 7 -8 0 .
The cou n try s id e  resounds to the s ighs and Gongora g o e s  to the 
very  l im i t  o f  decorum when he speaks o f  the ivy  le a v e s  on the
24 3
c o t t a g e  w a l l  as t in y ,  tremulous green h e a r t s . :
En la s  h o ja s  de la s  h iedras  
a su muro d io  g l o r i o s o  
cuantos co ra zon es  verdes 
p a lp i t a r  h iz o  Favonio. 11 .4 1 -4 4 .
A f i n a l  c lu e  that Góngora might indeed be p resenting  a p a r o d is t i c  
v e r s io n  o f  a r u s t i c  lo v e r s '  t a l e  i s  the r e fe r e n c e  to the legend 
o f  Pyramus and T h isb e :
Buscándolo en vano a l  f i n ,  
im ita r  a l  b a b i l o n io  
ya qu er ía ,  y  en su espada
buscar  por la  punta e l  pomo, 11 .101 -04 .
Góngora n ev er  makes a s e r io u s  r e fe r e n c e  to  the lo v e r  Pyramus -  
he i s  always regarded as a booby . G i l1s p osturing  i s  q u ite  as 
bad as th a t  o f  the Babylonian youth and we can o n ly  laugh a t  
h is  f o o l i s h n e s s .  Vie are  n o t  to  take e i t h e r  G i l ,  o r  any part  o f  
t h is  romance, s e r i o u s l y .
*  *  *  *  *
Thus f a r  i t  has been d is c o v e r e d  that  G óngora 's romances 
r ú s t i c o s  do n ot  f o l l o w  a s i n g l e  form ula. They do n ot  stand 
s t i l l  in  time, but n e i th e r  i s  the genre developed fa v ou ra b ly .
I t  seems th at  the e a r ly  romance r ú s t i c o  was w r i t te n  in  a genuine 
d e s ir e  to  w r i te  in  a s e m i-p a s to ra l  mode without the fe igned  
id y l l i s m  o f  the p a s t o r a l .  His e a r l i e s t  romances r ú s t i c o s  are 
alm ost p e r f e c t l y  s tru c tu red  and ach ieve  an a b so lu te  sy n th es is  
o f  the popular  t r a d i t i o n  w ith  c l a s s i c a l  and l i t e r a r y  m o t i f s .
Those images and symbols g leaned  from popular l y r i c s  are  r e f in e d  
and p o l i s h e d  by the e legance  o f  la t in a t e  language and syntax. 
E a r l ie r  landscapes , w h i ls t  supposedly  l o c a l i z e d ,  are in  f a c t  
s t y l i z e d  t o  the ex ten t  that they e t e r n a l i z e  the beauty o f  the
pu eb lo . Later romances r ú s t i c o s , however, do n ot convey the 
same enthusiasm f o r  the country  and i t s  p eo p le .  Instead  the 
romances from 1603 onwards are  w r i t te n  f o r  a s o c i a l  and l i t e ­
rary purpose . I t s  e f f e c t s  are  o b v io u s .  R eferences to  a c tu a l  
p la ces  d is g u is e  any re fe re n ce s  to  those  p eop le  f o r  whom the 
poems were w r i t t e n .  The landscapes a re  u n i d e n t i f i a b l e  and n o t  
p a r t i c u l a r l y  t y p i c a l  o f  Spain, the c h a r a c t e r s  le s s  c o n v in c in g .  
Above a l l  Góngora 's p o e t i c  a t t i t u d e  tow ards these poems has 
changed. The ingenuity has gone and he in trodu ces  no
spark le  o r  p lea su re .  The s in g ing  and dancing  has been aban­
doned f o r  the se r io u s  p ursu it  of c o u r t ly  l o v e ,  and G óngora 's 
s ce p t ic ism  o f  those a c t i v i t i e s  i s  made c l e a r .  The f i n a l  
romance o f  the group can be nothing more than a parody o f  a 
genre which Góngora both invented and d e s t r o y e d .
*  *  *  *  *
The romance p a s t o r i l  was used by p o e t s  o f t e n  s o l e l y  to  
a c t  as a s e t t in g  f o r  a love  s t o r y ,  song o r  lament. Góngora 
has parodied  t h is  tendency in  the two romances examined above . 
N everthe less ,  h is  romances r ú s t i c o s  take example too  from the 
romance p a s t o r i l  and Góngora employs them as a means o f  e x p re ss ­
ing thoughts on t r a d i t io n a l  love  themes. The romances which 
fo l lo w  in  th is  study are examples o f  G ó n g o ra 's s k i l l  in  expound­
ing c l a s s i c a l  amorous top o i  w ith in  a r u s t i c  framework.
W ritten  o n ly  one year a f t e r  'M in g u i l l a  la siempre b e l l a '  
the romance ' Guarda co rd eros ,  zagala ' i s  f u l l  p roo f  that Góngora’ 
in t e r e s t  in  r u s t i c  su b je c ts  had not e n t i r e l y  waned. However, 
th is  romance i s  c on s id era b ly  d i f f e r e n t  from those a lready  exam­
ined . The s tru c tu re  i s  r e f in e d  and the theme e le g a n t ly  argued. 
I t  should be noted that Jammes does n ot  in c lu d e  i t  among the 
' romances ru s t iq u e s '  and Duran c la s s e s  i t  among the romances
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p a s t o r i l e s . We have e s ta b l is h e d  that Gdngora did not  w r ite  
romances p a s t o r i l e s  o f  a l i t e r a l  k ind , h is  ru ra l landscapes 
and l i f e s t y l e s  p rov ing  fa r  from those i d y l l i c a l l y  p e r f e c t  
haunts o f  l a t e r  L atin  and Greek poetry  and i t s  Renaissance 
im it a t io n s .  N everthe less ,  the m o t i f s  and images o f  the romance 
are  o b j e c t s  taken from nature, and a lthough many were used as 
c l a s s i c a l  t o p o i ,  Gongora d e p ic ts  each o b j e c t  with a l l  the con ­
v i c t i o n  o f  a n a tu ra l  scene . For the reason o f  f a i t h fu ln e s s  to  
the country  l i f e  and a l s o  because i t  i s  again  addressed to a 
r u s t i c  shepherdess I  have inc luded  i t  in  t h is  chapter  d ea ling  
with the romances r u s t i c o s . The g i r l  to  whom the n a rra to r  ad­
dresses  h is  words i s  a p a s to ra ; n o t  a d isg u ise d  noblewoman a t  
p la y ,  but a za ga la , a la s s ,  lu s ty  and v ig o r o u s .  By tw ice  r e f e r ­
r in g  to her  as zagala  Gongora emphasizes th is  1 r e a l i s t i c '  
ra th er  than ch ina -shepherdess  a sp ec t  o f  the g i r l ' s  c h a ra c te r .
She i s  f l e s h  and b lo o d ,  and as such i s  expected  to f e e l  the 
d e s ir e s  o f  a normal, h ea lthy  g i r l .  A shepherdess she may be, 
but she i s  a ls o  a woman and cannot escape the consequences o f  
womanhood. In t h is  ca se  the n a rra to r  i s  r e f e r r in g  to the 
a l l e g e d ly  inherent in con stan cy  o f  woman.
The n a r r a to r  i s  the most important s in g l e  aspect  o f  the 
romance b e s id e  the theme o f  in con stan cy .  He r e in fo r c e s  h is  
arguments f o r  p ro o f  o f  woman's i n f i d e l i t y  w ith  the he lp  o f  
na tu re .  Taking h is  examples from the landscape he t e l l s  how 
(from the Middle A ges) the ermine was c e le b r a t e d  f o r  i t s  p u r ity  
and c h a s t i t y .  The ermine, a s p e c ie s  o f  pure white s t o a t ,  h ig h ly  
p r ized  f o r  i t s  fu r ,  was t r a d i t i o n a l l y  thought to have a horror  
o f  s o i l i n g  i t s  s p o t l e s s  c o a t .  But the n a rra to r  suggests that 
t h is  fa s t id io u s n e s s  i s  no more than a co v e r -u p ,  d e l ib e r a t e ly
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a f f e c t e d ,  put on as c lo t h in g  i s  and which can be j u s t  as e a s i l y  
c a s t  o f f :
La pureza d e l  armiño, 
que tan ce leb ra d a  es ,  
v í s t e l a  con e l  p e l l i c o  
y desnúdala con e l .  1 1 .5 -8 .
In one sense , then, p u r ity  i s  a garment. However, Gcngora takes 
the jok e  one step fu r th e r .  The p u r ity  ' tan ce leb ra d a ' o f  the 
ermine cou ld  e a s i l y  be renounced. The well-known emblem no lo  
m oriré  ouam foedare i l l u s t r a t e d  how, when faced  with a v i o l e n t  and 
deadly a l t e r n a t iv e ,  the ermine was w i l l in g  to d ive  in to  a p oo l  o f  
mud, thereby d e l ib e r a t e ly  s u l l y in g  i t s  s p o t l e s s  c o a t .
As in  the animbl kingdom, so i t  i s  with m in era ls .  Any attempts 
a t  s tea d fa s tn ess  are wasted when even rocks and stones ' a  pesar de 
su firm eza ' crack under the blows o f  a c h i s e l .  In the p la n t  world 
the same ideas  ap p ly .  Here Gongora can s e l e c t  examples from an 
abundance o f  p lants  t r a d i t i o n a l l y  a t t r ib u te d  with  the power to 
bestow the v ir tu e  o f  constancy  in both c l a s s i c a l  l i t e r a t u r e  and in  
f o l k l o r e .  The oaktree  i s  a t y p i c a l  image o f  s trength  and f irm ness 
both v i s u a l ly  an in i t s  symbolism as a mark o f  deeprooted f a i t h
and o f  courage . I t  w i l l  r e s i s t  onslaught from any m ischievous  wind
,  . 58because o l  i t s  deep r o o t s :
R e s is te  a l  v ie n t o  la encina, 
más con e l  v i l l a n o  p ie ,  
que con la s  h o ja s  c o r te s e s  
a cu a lq u ie r  c é f i r o  c r e e .  11 .13-16
Yet the earthy r u s t i c i t y  suggested  in  the f i r s t  c o u p le t  i s  con­
tra s ted  with the c o u r t ly  id e a s  o f  the second, where ' la s  ho jas  
c o r t e s e s '  a re  swayed by any b re e z e ,  ju s t  as the c o u r t ly  lady 
w i l l  be taken in by the f l a t t e r i n g  whispers o f  p o te n t ia l  
s u i t o r s  and w i l l  f l i r t  f r e e l y  with then. This i s  the second 
time in  the poem that Góngora has fo r c e d  us to c o n tra s t  the
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co u r t  and the c o u n tr y s id e ;  f i r s t l y  in  dress and now in  behav­
io u r .  I t  i s  the behavioural a s p e c t  which i s  most re lev a n t  
h ere .  Gángora con t in u es  to use t r e e  symbolism. From the . 
i d e a l i s t  oak our a t t e n t io n  i s  drawn to the elm and i t s  bark 
entwined w ith  the v in e .  Symbolism i s  very important here f o r  
the understanding o f  the romance. T r a d i t i o n a l ly  the v ine  was
tra in ed  on to  the elm tre e  and to g e th e r  the two stood  f o r  n a t-
, t 58au ra l  sympathy and u n ity ,  and f o r  m arriage. The elm was the
cou n terp a rt  o f  the husband who was o f  no va lue  w ithout h is  
w i fe ,  w h i l s t  she was r e l i a n t  upon him f o r  support .  F e r t i l i t y ,  
happiness and a sa fe  l i f e  were a l l  in t e r - r e l a t e d  and, as with 
iv y ,  the v in e  and i t s  support were seen to stand f o r  the imper­
is h a b le  a f f e c t i o n s  o f  love  and f r i e n d s h ip .  As in  f o l k l o r e ,  so 
in  the c l a s s i c s : " ^
Ulmus e ra t  con tra  sp a t io sa  tumentibus u v is .
Quam s o c ia  postquam p a r i t e r  cum v i t e  p r o b a v i t ;
At s i  s t a r e t ,  a i t ,  c o e le b s  sone palm ite  truncus,
N i l  p ra e te r  fron d es ,  quare p e te re tu r  h a b ere t .
Haec quoque quae ju n cta  v i t i s  r e q u i e s c i t  in  ulmo,
Si non nupta f o r e t ,  t e r ra e  a c c l in a ta  j a c e r e t .
The la u r e l  stood  f o r  im m orta l ity ,  c h a s t i t y  and p u r ity  because 
o f  the m y th o lo g ica l  a s s o c i a t io n  i t  holds with the chaste  nymph 
Daphne who f l e d  from amorous A p o l l o .  Yet a l l  these th ings are 
denied by GSngora in  a mere fo u r  l in e s  o f  v e r s e .  The p e r fe c t  
scheme o f  t r a d i t i o n a l  l o r e  does n o t  fu n ct ion  smoothly in  nature 
and, by e x te n s io n ,  n e i th e r  does i t  in  human n a tu re :
Aquella  hermosa v id
que abrazada a l  olmo ves
parte  pámpanos d is c re ta
con e l  v ec in o  la u r e l .  11 .1 7 -2 0 .
The development from the prev ious  quatra in  i s  s u b t le .  Open 
and harmless f l i r t i n g  has become d i s c r e e t  and even more
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d e l ib e r a te *  The development in to  the fo l l o w in g  stanza i s  
i n e v i t a b l e :
T o r t o l i l l a  gemidora, 
despuesto  e l  ca s to  desdén, 
tálamo h izo  segundo
la s  ramas de aquel c i p r é s .  11 .2 1 -2 4 .
The cy p ress  t r e e ,  a symbol o f  f e r t i l i t y  becomes the venue f o r  
the second m arriage  o f  the t u r t l e  dove. T r a d i t i o n a l ly  t h is  
was the o n ly  b ird  to  rep resen t  true con ju g a l  f i d e l i t y  even 
a f t e r  death , an arch etype  o f  con stan cy . Rather than be v i o ­
la ted  the t u r t l e  dove was sa id  to s t i r  up the mud in  the waters 
b e fo re  i t  drank as in  the popular l y r i c : ^
soy paloma d e l  ce rro  
que voy bajando a la  aguada 
con la s  a l i t a s  enturbio  
por  no tomar agua c la ra
and 61
F o n te fr id a ,  f o n t e f r id a ,  
F on te fr id a  y con amor, 
do todas  la s  a v e c ica s  
van tomar con so lac iS n  
s i  no es la t o r t o l i c a  
que e s tá  viuda y con d o lo r .
F o lk lo re  i s  again  d isp roved  by nature as the dove takes a 
second mate when her f i r s t  i s  dead. As f o r  the ca rn a t ion ,  
again a symbol o f  pure lo v e  and m arriage :
No para una abe ja  so la
sus h o ja s  g u a r d a . . .  11 .2 5 -2 6 .
With r e fe r e n c e  to the romance o f  the colm eneruela we 
have seen how the bee was o f t e n  in te rp re te d  as a pornographic 
symbol and GSngora c l e a r l y  intends the same to  be understood
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d e l i b e r a t e .  The development in to  the fo l lo w in g  stanza i s  
in e v i t a b le  :
T o r t o l i l l a  gem idora, 
despuesto  e l  c a s t o  desdén, 
tálamo h izo  segundo
la s  ramas de aq u e l  c i p r é s .  11 .21-24 .
The cypress  t r e e ,  a symbol o f  f e r t i l i t y  becomes the venue f o r  
the second marriage o f  the t u r t l e  dove . T r a d it io n a l ly  th is  
was the o n ly  b ird  to  represent tru e  con juga l f i d e l i t y  even 
a f t e r  death, an archetype o f  c o n s ta n cy .  Rather than be v i o ­
la ted  the t u r t l e  dove was sa id  to  s t i r  up the mud in the waters 
b e fo re  i t  drank as in  the popular  l y r i c : ^
soy paloma d e l  c e r r o  
que voy bajando a la  aguada 
con las a l i t a s  en turb io  
por  no tomar agua c la ra
and 61
F o n te fr id a ,  f o n t e f r id a ,  
F on te fr id a  y con amor, 
do todas la s  a v e c ic a s  
van tomar c o n s o la c i ó n  
s i  no es la t o r t o l i c a  
que es tá  viuda y con d o lo r .
F o lk lo re  i s  again  d isproved  by natu re  as the dove takes a 
second mate when her f i r s t  i s  dead. As f o r  the carnation , 
again  a symbol o f  pure love and m arriage :
No para una a b e ja  so la
sus ho jas  g u a r d a . . .  11 .25 -26 .
With re fe re n ce  to  the romance o f  the colmeneruela we 
have seen how the bee was o f t e n  in te rp re te d  as a pornographic 
symbol and Gfingora c l e a r l y  in tends  the same to be understood
h e r e .  Although the ca rn a t io n ,  ' e l  c l a v e l ' , i s  m asculine in  
Spanish, i t  s i g n i f i e s  female l o v e ,  and in  s p i t e  o f  the fem i­
n in e  gender o f  the bee , ' la  a b e j a ' , i t s  fu n c t io n  o f  penetra ­
t i o n  in to  the p e t a l  f o l d s  o f  the f lo w e r  i s  o b v io u s ly  m asculine 
i n  n a ture . The romance' s  development has led  on to  the s u b je c t  
o f  sexual p ro m iscu ity .  Lines 29 to  30 show how such i n f i d e l i t y  
i s  a simple m a t te r :
El c r i s t a l  de aquel a rroy o ,
undosamente f i e l ,
n iega  a l  ausente su imagen
hasta que l e  vu e lve  a v e r .  11 .2 9 -3 2 .
The message i s  th a t  a lo v e r  ou t  o f  s ig h t  i s  a lo v e r  out o f  
m ind. The brook w i l l  always r e f l e c t  the image o f  that lo v e r  
when he looks  in t o  i t ,  j u s t  as a maiden w i l l  always claim to 
h i s  fa c e  th a t  she i s  tru e .  In her eyes , t o o ,  he w i l l  see on ly
h i s  own r e f l e c t i o n .  On the s u b j e c t , o f  s e p a ra t io n  one s e r i e s
62o f  adages c la im s that absence makes the heart  grow fon d er :  
Zagala, d i  ¿que harás
. cuando veas que soy p a r t id o?
-  C a r i l l o ,  q u erer te  he más 
que en mi v ida  te  he q u e r id o .
6 3Góngora persuades us that the o p p o s i t e  i s  in  f a c t  true :
Ausencia enemiga d e l  amor
tan l e j o s  de o j o s ,  cuan l e j o s  de corazón .
Cuanto te veo 
tanto te  q u ie r o .
The romance i s  o v e r  halfway through and in  the event the 
za g a la  has n o t  understood the n a r r a t o r 's  r e fe r e n c e s  and
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a l l u s i o n s  he s p e l l s  out h is  message:
La in c o n s ta n c ia ,  a l  f i n ,  da plumas
a l  h i j o  de V e n u s , . . .  11 .33 -34 .
I n f i d e l i t y  i s  the very  s t u f f  on which the winged god o f  love  
t h r iv e s .  Inconstancy  i s ,  in  f a c t ,  what love  i s  a l l  about, and 
the n a rra to r  p o in ts  o u t  how f o o l i s h  i t  i s  to  regard  one type 
o f  love  more h ig h ly  than any o th e r :
No, pues, tu l i b r e  a lb ed r ío
lo  t i r a n i c e  in t e r é s ,
n i  amor que de s in gu lar
tenga més que de i n f i e l .  1 1 .3 7 -4 0 .
His a d v ic e ,  fu rtherm ore , i s  to f o r g e t  about taking the golden
vows o f  marriage and f a l l i n g  under the matrimonial yoke, f o r
i t  i s  worth l i t t l e  more than s i lk e n  cords with which she would
64then be requ ired  to t i e  up her loose  h a ir .  M arriage i s  inad­
v is a b le  f o r  she would become s u b je c t  to the w i l l  o f  husband by 
law ra th er  than to her  own f r e e  w i l l .  Not on ly  should she 
r e s i s t  taking a husband but she ought not to c o n f in e  h e r s e l f  
to  the a d ora t ion  o f  one l o v e r ,  e s p e c ia l ly  i f  he i s  above her 
s t a t io n  in  l i f e .
Having r e fe r r e d  to  the constancy  o f  the t u r t l e  dove be­
tween l i n e s  21 and 24, the n a rra tor  now warns the g i r l  that 
i t  i s  unwise to f e ig n  in n ocen ce ,  coo ing  l ik e  the b ir d s  o f  
Venus. Furthermore, to  put o n e s e l f  in  a p o s i t i o n  where love  
f o r  one man i s  unrequited  i s  even more f o o l i s h ,  f o r  in  that 
way she w i l l  be sure to  waste away to a shadow o f  her former 
s e l f  and, like EcJno tl-ie a liter-ary olicJié:
. .  .ya
v o c a l  sombra v ino  a s e r .  11 .55 -56 .
The n a rra to r  i s  f i n a l l y  adamant that i f  she p e r s i s t s  in th is
250
2 5 1
scorn  o f  h is  adv ice  her misery must f i n a l l y  fo r c e  her , a r e a l  woman, 
to scream her misery aloud with ' entera v o z ' .
The n a rra to r  conducts  the argument throughout the romance.
His o p in io n s  lead the reader to  suspect  that  he may be the man 
s l i g h t e d  by the zaga la , as he complains th a t  she ' d esp rec ia  mi 
parecer '  . As a p o t e n t ia l  lo v e r  he i s  p e r s i s t e n t  in  h is  op in ion s  
and p e rsu a s io n s .  Yet i t  i s  o n ly  in  the f i n a l  quatra in  that we 
become aware o f  h is  in t e n t i o n s .  Until then the a d v ice  to the g i r l  
i s  presented  in  the more o b j e c t i v e  tone which Gongora uses in  
romances 82 and 10. The romance i s  a type  o f  persuasion  to love  
which advoca tes  that to love  but one man i s  f o l l y .  However, i t
r
i s  the on ly  such persuasion  in which the n a rra to r  d is p la y s  some 
s e l f - i n t e r e s t .  I t  i s  indeed ra th er  an unusual romance presen tin g  a 
polygamous and fa r  from Roman C a th o l ic  v ie w p o in t .  The ve in  o f  the 
poem su ggests  more o f  a r e la t io n s h ip  to the c l a s s i c a l  p o e t s ;  f o r  
example, the p la y fu l  tone r e c a l l s  O v id 's  Amores. Probably w ritten  
to a g i r l  a t  cou rt  on b eh a lf  o f  a younger lo v e r  (Gongora was s ix t y  
years o f  age in 1621) i t  i s  b e a u t i f u l l y  and s k i l f u l l y  n arra ted .
The g i r l ,  l i k e  the cou n try s id e  around h e r ,  i s  n o t  f a i t h f u l  by 
na tu re .  She cannot pretend to be so in  any r e la t io n s h ip ;  that o f  
maiden, m is t r e s s ,  w i fe  o r  widow, and the n a rra tor  would ra th er  she 
remained that  way f o r  h is  own in t e r e s t s  t o o .
* * * * *
The romance examined above serves c h i e f l y  as a persuasion  to 
the zagala to  behave as a l i v in g  woman ra th er  than as a l i t e r a r y  
shepherdess and a ls o  as a persuasion  to  lov e  both w ell  and o f t e n ,  
as l i f e  i s  f a r  too sh ort  to devote  i t  s o l e l y  to one man. This was 
sure to have been c o n t r o v e r s ia l  a d v ice ,  but i t  i s  not the f i r s t  
time that i t  has been expounded by Gongora.
IA much e a r l i e r  romance, ' Las f l o r e s  de l romero' o f  
1508 (number 5 8 ) ,  o f f e r s  s im ila r  a d v ic e  to a young g i r l .  
Published by Vicuña as a romance amoroso, i t s  c o n s tr u c t io n ,  
two stanzas o f  twelve l in e s  each with  an i n i t i a l  e s t r i b i l l o , 
suggests  to  Carreño that  i t  may have been w r it ten  as a song 
to  be sung, and perhaps to accompany a d a n c e . T h e  g i r l  to 
whom the romance r e f e r s  could  be a country  g i r l ,  a 'n iñ a  d e l  
pueblo ' o r  a young lady o f  the c o u r t  in  r u s t i c  d is g u is e .  Her 
name, I s a b e l ,  p rov ides  no c lu e  to a s p e c i f i c  i d e n t i t y .  I t  
may sound c o u r t ly ,  y e t  the e s t r i b i l l o  i s  taken d i r e c t l y  from 
popular t r a d i t i o n  by Góngora. Correas quotes the f o l lo w in g  
in  h is  V o c a b u la r io . . .
La f l o r  del romero 
Niña Isabe l 
Hoy es f l o r  azu l 
y mañana será m ie l .
Góngora changes the r e fr á n , c on v er t in g  i t s  metre to p ie  de 
romance, and in  doing so renders i t  more a e s t h e t i c a l l y  
p l e a s i n g :
Las f l o r e s  d e l  romero,
Niña Isabe l
Hoy son f l o r e s  a z u le s ,
Mañana serán m i e l .  11. 1 -4 .
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The new p l u r a l i t y  o f  the l in e s  i s  adopted by Calderón in  El 
A lca ld e  de Zalamea and im itated by Lope in Los pastores de 
Belén ( 1 6 1 2 ) : ^
Las pajas d e l  pesebre 
Niño de Belen 
Hoy son f l o r e s  y  rosas 
mañana serán h i e l .
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The romance i s  g iven  a fu r th e r  new s la n t  on the persuasion  to  
love  id e a .  I t  i s  s im i l a r  to  'Guarda c o r d e r o s ,  zagala ' in  that 
the g i r l  has her eyes f i rm ly  f i x e d  on one man, hut ra th er  d i f ­
fe re n t  here  in  that she has been deserted  by him. She i s ,  in  
a word, j e a l o u s ;  b lue  being the c o lo u r  o f  je a l o u s y ,  the r o s e ­
mary f lo w e rs  r e f l e c t  her  thoughts . Yet the je a lo u s  f e e l in g s  
w i l l  e v e n tu a lly  m elt  and sweeten as su re ly  as the f low ers  w i l l  
w ither lea v in g  t h e i r  o n ly  tra ce  in  the honey which the bee ex­
t r a c t s  from t h e ir  n e c t a r .
The e s t r i b i l l o  i s  in  the p resen t  ten se .  Today (h oy )
Isa b e l  i s  j e a l o u s ,  a lthough in  the fu ture  (mañana) the f e e l ­
ings w i l l  pass . The f i r s t  stanza o f  the poem g iv es  the reason 
f o r  the f e e l i n g  c re a te d  by past events ( a y e r ) :
C elosa  e s tá s ,  la niña, 
c e l o s a  estás  de aquel 
d ich o s o ,  pues le  buscas, 
c i e g o ,  pues no te  ve, 
in g r a to ,  pues te  eno ja , 
y c o n f ia d o ,  pues 
no se  d is cu lp a  hoy 
de l o  que h iz o  ay er .  1 1 .5 -1 2 .
By changing the rhythm o f  the l a s t  two l in e s  g iven  here and by 
p lac ing  the two oppos ing  elements (h o y /a y e r )  a t  the prime 
s t r e s s  p o in ts  a t  the end o f  the l i n e s ,  Góngora draws a t t e n t io n  
to  the ab su rd ity  o f  the s i t u a t i o n .  This i s  fu r th e r  emphasized 
by the s t r e s s  p o in t  immediately b e fo r e  ( l i n e  1 0 ) being occu p ied  
by on ly  the co n ju n c t io n  ' pues' . Today the g i r l  i s  in  tears  
s in ce  her lo v e r  d id  her  wrong ye s te rd a y ,  but we are t o ld  that 
he i s  unworthy o f  such devot ion  f o r  he i s  ' c i e g o ' ,  ' i n g r a t o '  
and ' c o n f i a d o ' .
The poet  says that  hopes f o r  the fu tu re  are  the things 
which w i l l  help  her to dry her t e a r s :
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Enjuguen esperanzas 
lo  que l l o r a s  por e l ,  
que c e lo s  en tre  a q u e l lo s  
que se han querido b ie n ,
hoy son f l o r e s  a zu les ,  
mañana serán m ie l .  11 .13 -18 .
He emphasizes the f u t i l i t y  o f  tears  r i g h t  now. She may w e l l  
be je a lo u s  over  those, she has loved but t h i s  w i l l  pass.
The tone o f  the second h a l f  o f  the poem changes co n s id ­
e ra b ly .  The poet has been try in g  to humour I s a b e l ,  with 
l i t t l e  s e t  proverbs o f  r u s t i c  wisdom and with sympathy shown 
in  h is  knowing the reason  f o r  her t e a r s .  The mood o f  the 
f i r s t  h a l f  o f  the romance g e n t ly  mocks her  g r i e f  and i s  p lay ­
f u l  in  in te n t io n .  Gfingora conveys th is  sense in  the l i l t i n g  
movement o f  the l i n e s ,  each being roughly  subdivided in to  hemi- 
s t i c h s :
c e l o s a  e s tá s ,  la niña 
c e l o s a  estás  de aquel e t c .
Coupled with the r e f r a n  th is  g iv e s  a nursery-rhyme rhythm 
which i s  d iscarded  in  the second h a l f  o f  the romance. The 
argument o f  the second stanza i s  changed a c c o r d in g ly ,  as i s  
the n a r r a t o r 's  tone o f  v o i c e .  He appears more concerned f o r  
I s a b e l ;  having g e n t ly  t r ie d  to coax her to  smile he now adopts 
more se r iou s  methods o f  persuasion :
Aurora de t í  misma,
que cuando a amanecer
a tu p la ce r  empiezas,
te  e c l ip s a n  tu p la c e r ,
serénense tus o j o s ,
y más per las  no des,
porque a l  Sol le  está  mal
l o  que a la Aurora b ie n .  11 .19-26 .
He asks her d i r e c t l y  to  dry her eyes f o r  they h ide t h e i r  own
beauty when she c r i e s .  She i s  d e sc r ib e d  as the dawn i t s e l f  
in  which case  the suns ( s o l e s )  o f  her eyes , a common c o u r t ly  
e p i t h e t  f o r  b e a u t i f u l  e y es ,  are  e c l i p s e d  by the te a rs  she 
sheds. She i s  ru in in g  her  beauty by cry in g  f o r  a lthough  dew- 
drops are s u i t a b le  accompaniment to the s u n -r i s e ,  they are 
n o t  d e s i r a b le  in  f u l l  s u n l ig h t .  Her tears  a c t  as a dewy m ist ,  
c lou d in g  the n a tu ra l  su n sh ine -br igh tn ess  o f  her v i s i o n :
Desata como n ie b la s  
todo l o  que no ves ,  
que sospechas de amantes 
y q u e r e l la s  después,
hoy son f l o r e s  a zu les ,  
mañana serán m i e l .  11 .27 -32 .
The p o e t ' s f i n a l  su ggest ion  i s  that  were she to dry her tears  
she would f in d  that  she cou ld  see the s i t u a t io n  more c l e a r l y .  
Lovers fe a rs  and q u a rre ls  would appear to her as the squabbles 
th a t  they r e a l l y  a re ,  soon to m elt  in to  the sweetness o f  love  
aga in .  The romance i s  a com plete  m iniature  m asterp iece  o f  
argument and s t r u c tu r e .  The rhythm and form o f  the com posi­
t i o n  changes and moves in  t o t a l  harmony with the mood and the 
argument. The stanzas are  p e r f e c t l y  balanced , with a marvel­
l o u s ly  Petrarchan o p p o s i t i o n  s e t  up a t  the same p o in t  in  each:
no se d is cu lp a  hoy
de lo  que h izo  ay er .  1 1 . 1 1 - 1 2
porque a l  Sol l e  está  mal
lo  que a la Aurora b ie n .  11 .25 -26 .
The sentim ental q u a l i t i e s  o f  the romance are  handled with per­
f e c t  s e n s i t i v i t y  by Gdngora who, w h i ls t  concerned to  help 
I s a b e l  overcome her  g r i e f ,  a ls o  f in d s  h im se l f  sm iling  a t  her 
g i r l i s h  f o l l y .  The romance i s  a t in y  c o u r t ly  compliment w ithin
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the s im ple s tru c tu re  o f  a song using popular  proverb and 
imagery from the k it ch en -g a rd en . I t  i s  perhaps the g en t len ess  
o f  the p o e t ' s  persuasion , to dry up tea rs  shed f o r  f a i t h l e s s  
lo v e r s ,  t h a t  impresses us most here .
* * * * *
Themes o f  persuasion  to l o v e ,  u su a lly  d ire c te d  a t  young 
g i r l s ,  a r e  o f  c l a s s i c a l  o r ig i n  and thus en joyed a surge in  
p o p u la r ity  during the Renaissance and the Golden Age through­
out Europe. Perhaps the most fr e q u e n t ly  used c l a s s i c a l  topos 
o f  a l l  t im e i s  that o f  ca m e  diem, l i t e r a l l y  1 s e iz e  the day’ , 
from the L atin  carpere  meaning ' to p luck , snatch, gather  in '
68and fr e q u e n t ly  a s s o c ia te d  with f lo w e rs ,  e s p e c ia l l y  the r o s e .  
The o r i g i n a l  appears in  Horace:
carpe diem quam minime créd u la  póstero
(Enjoy the present day, t r u s t in g  as l i t t l e  
as p o s s ib l e  to what the morrow may b r in g ) .
This may seem an h e d o n is t i c  adm onition , y e t  i t s  rea l  message 
was to l i v e  l i f e  to the f u l l ,  a lthough n o t  n e c e s s a r i l y  to ex ­
c e s s ,  f o r  i t  i s  b r i e f .  I t  i s  indeed a very  c l a s s i c a l  idea , 
somewhat a t  odds with the Roman C a th o l ic  fervou r  o f  Spain 
because i t  advocates an a g n o s t ic  idea and t o t a l l y  r e j e c t s  
mysticism and t r u s t  in  l i f e  a f t e r  death. N everthe less ,  i t s  
p o p u la r ity  was widespread and in  Spain a lon e  the topos f l o u r ­
ished in vary in g  treatm ents. G a rc i la so  used the topos in  h is  
sonnet ' En tanto que de rosa y azucena' . In a study o f  the 
carpe diem theme, C arballo  P icazo  says o f  th is  sonnet: 'L as  
c i r c u n s t a n c ia s  en G arc i laso  r e f l e j a n  e q u i l i b r i o ,  ponderación , 
suave b a l a n c e o ' .  In G a r c i la s o 's  sonnet 'estam os en e l  
R enacim iento : corren  a ir e s  p e s im is ta s ,  c l a r o ;  pero la mayoría
d e
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the s im ple s tr u c tu r e  o f  a song using popular proverb and 
imagery from the k it ch en -g a rd en . I t  i s  perhaps the g e n t le n e s s  
o f  the p o e t ' s  p ersuas ion , to dry up tears  shed f o r  f a i t h l e s s  
lo v e r s ,  that impresses us most h ere .
* * * * *
Themes o f  persuasion  to  l o v e ,  u s u a l ly  d ire c te d  a t  young 
g i r l s ,  are  o f  c l a s s i c a l  o r i g i n  and thus en joyed  a surge in  
p o p u la r i t y  during the Renaissance and the Golden Age through­
out Europe. Perhaps the most f r e q u e n t ly  used c l a s s i c a l  to p o s  
o f  a l l  time i s  that o f  carpe  diem, l i t e r a l l y  ' s e iz e  the day ' , 
from the Latin carpere  meaning ' to  p luck , snatch, gather in '
68and f r e q u e n t ly  a s s o c ia te d  with  f l o w e r s ,  e s p e c ia l l y  the r o s e .  
The o r i g i n a l  appears in  Horace:
carpe diem quam minime crédu la  póstero
(E njoy  the present day, t r u s t in g  as l i t t l e  
as p o s s ib l e  to what the morrow may b r in g ) .
This may seem an h e d o n is t i c  adm onit ion , y e t  i t s  r e a l  message 
was to  l i v e  l i f e  to the f u l l ,  a lthough n o t  n e c e s s a r i l y  to  e x ­
c e s s ,  f o r  i t  i s  b r i e f .  I t  i s  indeed a very  c l a s s i c a l  id e a ,  
somewhat a t  odds with the Roman C a th o l ic  fe rv ou r  o f  Spain 
because i t  advoca tes  an a g n o s t ic  idea  and t o t a l l y  r e j e c t s  
m ystic ism  and t r u s t  in  l i f e  a f t e r  death . N everthe less ,  i t s  
p o p u la r ity  was widespread and in  Spain a lon e  the topos f l o u r ­
ished in  vary ing  treatm ents. G a rc i la so  used the topos in  h i s  
sonnet ' En tanto  que de rosa y a z u c e n a ' . In a study o f  the 
carpe diem theme, C arballo  P icazo  says o f  th is  sonnet: 'L a s  
c i r c u n s ta n c ia s  en G arc i laso  r e f l e j a n  e q u i l i b r i o ,  p onderac ión , 
suave b a l a n c e o ' In G a r c i la s o 's  sonnet 'estam os en e l  
R enacim iento: corren  a i r e s  p e s im is ta s ,  c l a r o ;  pero la m ayoría
d e
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de los  hombres juega a v i v i r  gozosa , sensualmente, con 
f r u i c i ó n ' . ^
Whilst G arc i laso  clung to o ld e r  id e a s ,  in c lu d in g  the 
pagan sense o f  l i f e ,  Fernando de Herrera added more to the 
theme by in troducing  the woman's a t t i t u d e ,  the woman t o t a l l y  
absorbed in  her own b e a u t y . * This a d d it io n  was in h e r i t e d  by
Góngora who used i t  even more s u c c e s s fu l l y  than Herrera by
72separating  woman’ s a t t ib u t e s  from those o f  n a tu re .  In the
Renaissance t r a d i t i o n  Góngora a t  l e a s t  tw ice  used I t a l ia n a t e
forms to express h is  thoughts on the theme, in  such sonnets
as ' I l u s t r e  y hermosísima María' (1583) and in  the more famous
'M ientras  por com petir  con tu c a b e l l o '  (1 5 8 2 ) .  Góngora uses
the t r a d i t io n a l  metre f o r  such themes, e s ta b l ish e d  in  Spain
by Boscán and G a rc i la so ,  y e t  these two sonnets are f a r  more
73c l o s e l y  in f lu e n ce d  by the work o f  Tasso. Nevertheless
Góngora adds h is  own person a l touch to the theme. In h is  hands
i t  becomes more ornate, in  nature and tone. The emphasis he
uses i s  d i f f e r e n t ,  no lon ger  simply an exh orta t ion  to en joy
l i f e ,  but now a melancholy warning to beware o f  i t s  b r e v i t y .
74G a r c i la s o 's  sonnet number 23 ends with the a f f i r m a t io n  o f  
' t o d o '  w h i ls t  that o f  G óngora^  ends in  'nada ' . Ares Montes 
sees t h is  as ' una esp ec ie  de memento homo hecho, más que para 
gozar, para m editar  sobre la  f r a g i l id a d  de la  e x i s t e n c i a ' . ^
C arballo  P icazo t e l l s  us that Góngora pays se r io u s  a t t e n ­
t ion  to the theme on ly  t w i c e , ^  but I think here he o v e r lo o k s  
the romances because they are  not w r itten  in  the usual I t a l ­
ianate m etre. We have seen how Góngora d e l ig h t s  in  combining 
the c l a s s i c a l  with the popular  and the carpe diem theme i s  no
ex ce p t io n .  I  do not wish to  go in to  d e t a i l  examining romance
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82 aga in , as I  have a lread y  looked c l o s e l y  a t  i t  in  a p rev ious  
78ch ap ter .  N everthe less  i t  con ta ins  a p e r f e c t  example o f  the 
theme coupled  with that o f  c o l l i g e , v i r g o ,  r o s a s  in  the f o l l o w ­
ing l i n e s :
' E je r ce d ,  l e  d i c e ,  hermana, 
vu estra  hermosura, y creed 
que tan vana es la de hoy 
como in grata  la de ayer .
F u g it iv a s  son las  dos,
usad de esos  dones bien,
que en un c r i s t a l  guardáis f r á g i l
l o  caduco de un c l a v e l .
Si o s  r e g u lá is  con las  f l o r e s  
que v i s t e n  esa pared, 
horas son brev es ;  e l  d ía  
la s  ve m or ir  que n acer .
Gozáos en sazán, que e l  tiempo,
t e s o r e r o  ya i n f i e l
de ese  oro  que p e in á is ,
de ese  m a r f i l  que escondá is ,
desengaños r e s t i t u y e ;
n e c ia  en e l  e sp e jo  fue
la memoria: mudad antes
p a re ce r  que p a r e c e r . '  1 1 .6 1 -8 0 .
Here a l l  the elements a lread y  d iscu ssed  are p r e s e n t .  The g i r l  
i s  a dv ised  to make use o f  her beauty ( '  E je r c e d . . .v u es tra  hermo­
sura' ) because i t  f l e e s  as q u ick ly  as y e s te rd a y  and today 
( ’f u g i t i v a s  son la s  dos') o r  a carnation  kept a l i v e  in  a vase o f  
water. I f  she ju dges  time by the f low ers  she w i l l  f in d  out 
j u s t  how f l e e t i n g  i t  i s  ( 's i  os r e g u lá is  corw la s  f l o r e s /q u e  v i s ­
ten esa pared /horas  son breves ') .  The message i s  c l e a r  -  ' e l  
d i a / l a s  ve m orir  que nacer ' -  as i s  the a d v ice  ' Gozaos' .
Looking in  a m ir ro r  w i l l  not be a b le  to r e c a l l  her beauty once 
i t  has gone.
This i s  the most e x p l i c i t  persuasion to lo v e  in  any o f  
the romances not l e a s t  because i t  i s  d e l iv e r e d  by the d i s ­
gu ised  god o f  l o v e .  Another, more l i v e l y ,  romance i s  ' Que se 
nos va la pascua, m o z a s ' . Written e a r l i e r  in  1582 i t  i s  one
o f  Góngora 's e a r l i e s t  e la b o ra t io n s  o f  the theme, and i s  
combined almost p e r f e c t l y  with popular id e a s .
The idea o f  en joy ing  l i f e  to the f u l l  does not belong 
e x c lu s i v e l y  to L atin  p oe try .  I t  i s  indigenous to  the Ib er ia n  
peninsula too , and the e s t r i b i l l o  f o r  G óngora 's romance i s  
adapted from a popular re fr5n  included  by Correas in  h is  
V ocabular io .  . .  ^
Ke se nos va la Paskua, mozas 
ia  v iene o t r a .
That i t  was a common phrase in  the popular speech o f  1637 can
th e r e fo r e  be proven, but A lin  t e l l s  us that i t  a ls o  goes back
81as fa r  as the j archas o f  the e leventh  and tw e l f th  c e n tu r ie s
and quotes a moaxa ja by Yehuda Halevi (d ie d  1170) g iven  by 
8 2Menéndez P ida l:
V ien id  la Pasca ied yo ( ? )  s in  e l lu ' .
/com 'caned ( ? )  mio corayon por e l lu ' .
(V iene  la Pascua, ¡y  yo s in  el'.
¡Cómo arde mi corazón por e l ' . )
and which he says was used even e a r l i e r  by the Cordoban poet 
Ibn Baqi (d ied  1145) in the form:
Viene la Pascua, ay, aún s in  é l  
lacerando mi corazón por é l .
These may seem a l i t t l e  a t  odds with G óngora 's e s t r i b i l l o
/Que se nos va la Pascua, mozas,
Que se nos va la Pascua'.
but there i s  a d i r e c t  l ink  f o r ,  as Correas p o in ts  ou t ,  ' la 
f i e s t a  de la Pascua es época de amores y de c i t a s  a m orosa s ' .
We have already noted  the r e la t io n s h ip  o f  annual f i e s t a s  to
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the lov e  a f f a i r s  o f  the average v i l l a g e r  in  ' En e l  b a i l e  de l 
e j i d o '  and o th e r  romances. Pascua i s  the time to meet o n e 's  
l o v e r .  The popular v e rs io n  o f  th e  re frá n  g iv en  by Correas 
emphasizes the re cu rren t  a s p e c t s  o f  the t r a d i t i o n :
Ke se nos va la  Paskua, mozas 
-  ia  v iene o t r a .
No sooner  has one f e s t i v a l  ended than anoth er  one comes around 
and t h e r e fo r e  there w i l l  be hundreds o f  o p p o r t u n i t i e s  f o r  the 
average peasant g i r l  to  f in d  th e  man o f  her  dreams. Yet 
Góngora a d ju s t s  th is  re frán  t o :
¡Que se nos va la  Pascua, m o z a s . . . ' .
adding o n ly  the r e p e t i t i o n  o f  th e  f i r s t  s i x  words. W hils t
Correas ' s re frá n  s t r e s s e s  the e t e m a l i t y  o f  the s i t u a t i o n
Góngora t o t a l l y  a l t e r s  the em phasis . A lthough one n ever  puts
ou t  o f  mind the o r i g i n a l  ending o f  the r e f r á n , (a n oth er  f i e s t a
always comes around) the emphasis now s h i f t s  to p o in t  ou t
that  n ext  time around i t  may be too  la te  f o r  the in d iv i d u a l .
Garrison says that th is  c o n t r a d i c t s  the meaning o f  the popular 
8 3r e frá n  but I  do not  think th a t  i t  i s  a t o t a l  c o n t r a d ic t io n
because i t  i s  c e r t a in  that once the f e s t i v i t i e s  are o v e r  i t
w i l l  n o t  be long b e fo r e  more b e g i n .  G óngora 's p o in t  i s  that
there  i s  need f o r  some haste , becau se  when i t  does come you
may no lon g er  be in  a p o s i t i o n  t o  take advantage o f  i t .
S e iz in g  o n e 's  o p p o r tu n it ie s  i s  h i s  message, that too  o f  carpe
diem. From a l l  th is  we are a b le  to  see j u s t  how natu ra l and
spontaneous the theme i t s e l f  i s ,  as much f o r  popular p oe try  as 
84f o r  the c l a s s i c s .  The popular  and c l a s s i c a l  elements seem
to d i s s o l v e  in to  one another h e r e ,  y e t  the theme o f  carpe  diem
remains f u l l y  r e c o g n iz a b le ,  even though Góngora goes a g a in s t  
a l l  t r a d i t i o n s  in  th is  romance.
Hardly any ev idence  o f  the t r a d i t i o n a l  carpe diem imagery 
remains; the o n ly  n o t ic e a b le  commonplace i s  found in  the f i r s t  
s ta n za :
No os  d e j é i s  l i s o n j e a r  
de la juventud lozana, 
porque de caducas f l o r e s
t e j e  e l  tiempo sus g u irn a ld a s .  11 .7 -1 0
where the f low ers  are r e p re se n ta t iv e  o f  the m u ta b i l i t y  o f  
beauty and youth . Other than t h a t , Góngora takes the examples 
he uses to adv ise  from v i l l a g e  scenes and t y p i c a l  r u s t i c  l i f e .  
Furthermore,a very  great  change from the normal t r a d i t i o n s ,  
the ex h o r ta t io n  i s  d e l iv e re d  not  by the poet h im s e l f ,  nor  even 
by a p r o s p e c t iv e  lo v e r  o r  o th e r  n a rra to r ,  but by one o f  the 
mozas, urging her fr ie n d s  on to have an en joy a b le  time a t  the 
f i e s t a . This i s  a fo r tu n a te  a l t e r a t i o n ;  noth ing  co u ld  be more 
n atu ra l  and ingenuous.
The g i r l  urges her f r ie n d s  in  a m ixture o f  comic and 
s e r io u s  anecdotes t o :
mirad no os  engañe e l  tiempo, 
la edad y la c o n f ia n z a .  1 1 .5 -6 .
These three  th ings  would be the dow nfa l l  o f  any beauty , r u s t i c  
o r  c o u r t l y ,  because 1 Vuelan lo s  l i g e r o s  años' . As in  a 
romance examined p re v io u s ly ,  ' En lo s  p in ares  de Jucar' ,
Góngora in troduces  a c l a s s i c a l  a l l u s i o n  h ere , to  the Harpies 
who d esecra ted  the ta b les  o f  King F in eos .  I t  i s  a s ign atu re  
o f  the poet to in troduce  p ea r ls  o f  c l a s s i c a l  wisdom in t o  the 
mouths o f  common, uneducated, probably  even i l l i t e r a t e  
c h a r a c te r s ,  y e t  here i t  does n o t  seem ou t  o f  p la c e .  I t  may
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look  l i k e  an anachronism a t  f i r s t  to in trod u ce  a m y th o lo g ic a l  
r e fe r e n c e ,  but i t  i s  c a r e f u l l y  sy n th es ized  with  the r u s t i c  
tone o f  the poem by one simple d e v i c e .  Normally Harpies a r e  
g iven  in  Spanish as ' a r p í a s ' ,  but Góngora adds to i t  the ' h' -  
t e c h n i c a l l y  s i l e n t ,  y e t  here i t  would need to  be a sp ira ted  to  
avo id  a f o r e - s h o r t e n e d  l in e  due to  synaloepha between 'com o ' 
and ' harp ías '  -
nos roban, como h a r p í a s , . . .
This i s  a p e r f e c t  t o u c h ;  the cou ntry  g i r l ,  with her r u s t i c  
a c ce n t ,  e s p e c i a l l y  i f  she was Andalusian, would be in c l in e d  to 
sound the ' h ' s  o f  many words, more so i f  they were u n fa m il ia r  
to her and th e r e fo r e  emphasized.
From c l a s s i c a l  m y th o lo g ic a l  a l l u s i o n  she then turns to 
modem mythology in  h er  r e fe r e n c e  t o :
La f l o r  de la M arav il la
e s ta  verdad nos d e c la ra ,
porque le  hurta la  tarde
l o  que le  d io  la  mañana. 11 .17-20 .
The f lo w e r  i t s e l f  had to  be imported from Peru, and became 
fa b led  because o f  i t s  g re a t ,  but s h o r t - l i v e d  beauty. I t  
bloomed f o r  on ly  a few hours . The l i k e l ih o o d  o f  a young v i l ­
la g er  see in g  such a p la n t  would perhaps be remote, although 
we cannot know f o r  c e r t a i n ,  but i t  d id  become j u s t  as much 
part  o f  popular m ythology  as H ercu les  o r  Cupid.
Between each s tan za  o f  e ig h t  l i n e s  the in s i s t e n t  l i t t l e  
e s t r i b i l l o  i s  r e p e a te d ,  and the whole romance cou ld  have been 
sung and danced t o ,  as were many o f  the o th e r  romances r ú s t i c o s  
amorosos.
In the next s ta n za  the g i r l  t e l l s  how the church b e l l s
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r in g in g  to  c a l l  them to morning p rayer , and each evening to o ,
•••os desarman
de vu estro  c o l o r  y lu s t r e ,
de vuestro  dona ire  y g r a c ia ,
y quedáis todas perd idas
por mayores de la  marca. 11 .26 -30 .
Each time they r ing  the b e l l s  mark o f f  another p or t ion  o f  the 
g i r l s '  l i v e s ,  s low ly  qgeing them (b y  im p l ic a t io n  the same b e l l s  
w i l l  a l s o  t o l l  a t  t h e i r  deaths) u n t i l  they have grown too  o ld  
f o r  fun, love  and f i n a l l y  f o r  e v e r y th in g .  Having led  in to  the 
to p i c  o f  o l d  age, p a r t i c u l a r ly  o ld  women, our narra tor  goes on 
to  g iv e  s p e c i f i c  examples o f  the ' l i t t l e  o ld  la d ies  I have known' 
The f i r s t  i s  a ta l e  o f  woe:
. . .u n a  biena v i e j a  
que fue  un tiempo rubia  y zarca , 
y que a l  p resente  le  cuesta  
harta caro  e l  v e r  su cara ,  
porque su bruñida f r e n t e  
y sus m e j i l l a s  se h a l la n  
más que roquete de o b is p o  
encog idas  y arrugadas. 11 .33-40 .
A once b e a u t i fu l  woman, blonde and b lu e -e y e d  ( the  Petrarchan 
8 5i d e a l ' . ) ,  now can no longer bear  to  look  a t  her own wrinkled
f a c e .  The r e fe re n ce  to  the B ish o p 's  ca sso ck  fo l lo w s  on from
the church b e l l s  o f  the previous s tan za ;  where the b e l l s  stood
f o r  in e v i t a b le  ag e in g ,  e c c l e s i a s t i c a l  vestments are seen as
a lready  aged, drab and l i f e l e s s .  The second o ld  lady was a lso
a good woman, bu t :
que un d ien te  que le  quedaba 
se lo  de jo  e s te  o t r o  d ia 
sepu ltado  en unas n a ta s ,  44 - 4 6 .
This i s  pure comedy, y e t  the g r a v i t y  o f  the warning i s  not im­
paired by our amusement; ra ther  i t  i s  d r iven  harder home. Like 
her contemporary t h is  o ld  woman can remember her youth w e l l ,
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and, ad d ress in g  her f a l l e n  too th  she sa ys :
yo sé cuando f u i s t e s  p e r la ,
aunque ahora no s o i s  cafia. 1 1 .4 9 -5 0 .
I t  i s  c l e a r  th a t  a lthough the g i r l s  may laugh now in  th e ir  
you th ,  they too  w i l l  f in d  themselves in  the same p o s i t i o n ,  
b e f o r e  they r e a l i s e  i t .  The f i n a l  stanza o f  the romance r e ­
news the in s i s t e n c e  o f  the warning:
Por e so ,  mozuelas lo c a s ,
antes  que la  edad avara
e l  rub io  c a b e l l o  de oro
c o n v ie r t e  en lu c ie n t e  p la ta ,
quered cuando s o i s  queridas ,
amad cuando s o i s  amadas,
mirad, bobas , que detrás
se p in ta  la  o c a s ió n  c a lv a .  1 1 .5 3 -6 0 .
The f i n a l  image comes s t r a i g h t  from emblem books where 
O pportu n ity  was d e p ic te d  w ith  a long f o r e l o c k  o f  h a i r  but 
ba ld  a t  the back o f  the head. The emblem's motto was always 
in  th e  ve in  th at  Opportunity  cou ld  be se iz e d  as i t  came t o ­
wards you , by the lo ck  o f  h a i r ,  but once i t  had passed by
th ere  would by noth ing  by which to grab i t .  The m otto ,  o f
8 7c o u r s e ,  was o f t e n  used as a kind o f  re frá n  and so here the 
c l a s s i c a l  topos  o f  carpe diem, the Renaissance and medieval 
emblem t r a d i t i o n s  and the popular  vern acu lar  r e fr a n e r o  come 
t o g e t h e r  in  t h is  d e l i g h t f u l  and e n te r ta in in g  song. I t  i s  
perhaps because o f  i t s  appeal that i t  was censured by Fray 
P ineda, p a r t i c u l a r l y  because th is  Horatian top os ,  w ith  i t s  
h e d o n is t  and a t h e i s t  u ndercu rren ts ,  d id  not r e c e iv e  the ap­
p r o v a l  o f  the Church. G ón gora 's poem makes the id ea  o f  
l i v i n g  f o r  today with no thought f o r  the h e r e a f t e r  appear 
p o s i t i v e l y  a t t r a c t i v e  Thus, in  censuring  i t ,  Pineda said
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o f  the romance;
son c o n s e jo  de poeta g e n t i l ,  no de 
c r i s t i a n o  y s a c e r d o te .  Y oxalá  no 
hablará como de s i ,  s ino  d ixera  que 
era t ra d u cc ió n  de lo  peor de H orac io .
Y, después, lo  u lt im o , donde d ize  
Por eso mopuelas l o c a s , e ta .
I t  i s  n o t  unusual f o r  Góngora to  show a tongue-in -cheek , d is reg a rd  
f o r  the approval o f  the Church, and t h is  t in y ,  d e l i g h t f u l  romance 
i s  a good re p r e s e n ta t io n  o f  the romance r ú s t i c o  am oroso . Sharp, 
w it ty  and c l e a r  w ith  burlesque  moments superimposed on more 
se r io u s  con cern s ,  i t  c a r r i e s  the reader o r  l i s t e n e r  a long  in  the 
j o y f u l  dance with th ose  who work hard, play hard and take t h e i r  
l e i s u r e  when they can .
*  -ic Vf Vr vV
Probably  the m os .  s t r ik in g  a sp ec t  o f  Góngora* s romances 
r ú s t i c o s  i s  the v a r i e t y  o f  l i f e  they show. Most d i s p l a y  the 
thoughts and a t t i t u d e s  o f  r e a l  peop le  a t  work and p la y  towards 
lo v e ,  in  a c r i t i q u e  o f  the romances p a s t o r i l e s . R ather than 
c o u r t i e r s  in  d is g u is e  who take to  the f i e l d s  s o l e l y  f o r  amorous 
reasons , Gongora g iv e s  us ch a ra cte rs  f o r  whom the s p o r t  o f  love  
i s  a welcome d iv e r s i o n  from t h e ir  d a i l y  work. For the most 
part n e i t h e r  the landscape nor the sentiments are i d e a l i z e d  
and the ch a r a c te r s ,  l i k e  Menga and the colm eneruela  f o l l o w  
t h e i r  n a tu ra l  i n s t i n c t s  and d e s i r e s .  Gongora sees  the danger 
in  t h is  con v ers ion  o f  the p a s to r a l  t r a d i t i o n  and w r i t e s  a s e l f ­
parody i n  ' En la pedregosa o r i l l a '  which a t  the same time con ­
t inu es  to  lampoon the true  p a s t o r a l .  He a ls o  uses the romance 
r ú s t i c o  as a background f o r  experim entat ion  with c l a s s i c a l
themes and t h e i r  r e la t i o n s h ip s  to  the vernacu lar  r e f r a n e r o
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NOTES TO CHAPTER VI
1 Miguel Quero 1 Gavaldá, Cancionero m u s ica l  de Cóngora
(B a rce lon a ,  I n s t i t u t o  español de m u s ico lo g ía ,
1975),  p .7 0 .
2 In  her a r t i c l e  on b a i l e s  in  the romances o f  Góngora and
Lope de Vega, p .56 , Goldberg s a y s :
A s í ,  e l  b a i l e  su e le  s e r  más c o r t o  y más s e n c i l l o  
que e l  entremás; e s tá  siempre en v e rso ;  como in d ica  
e l  nombre, t ien e  música y b a i l e ,  y en d iv e rs a s  pro­
p o r c io n e s  unas partes  cantadas y  o tra s  habladas»
De que era un género sumamente popular , aunque 
de im portancia  e fím era y v a lo r  l i t e r a r i o  muy r e la t iv o  
es e lo c u e n te  prueba la  v a l i o s a  c o l e c c i ó n  publicada  
por D. Emilio C o ta re lo  y Mori en la Nueva B ib l i o t e c a  
de Autores Españoles b a jo  e l  t í t u l o  de C o le c c ió n  de 
Entremeses, Loas, B a i le s ,  Jácaras  y Mojigangas desde 
f i n e s  d e l  s i g l o  XVI a mediados d e l  XVII.
3 G oldberg , p .6 3 .
4 Goldberg, p .6 0 .
5 I  use the t e x t  from Carreño' s e d i t i o n  o f  the romances
which f o l l o w s  in t h i s  in stan ce  the A gu ilera  Santiago 
ra th e r  than the Chacón m an u scr ip t .
6 In  s ix t e e n t h -  and sev en teen th -cen tu ry  drama, i t  was common
p la c e  to  end e i t h e r  every  a c t  w ith  a dance o r  to 
p la ce  one a t  the end o f  the p la y ,  f o r  example, 
Shakespeare 's  As you l ik e  i t , o r  L op e 's Fuenteovejuna
7 Jammes, Etudes. . . . p .446 .
8 Jammes, E tu d e s . . . , p .4 4 6 -4 7 .
9 Don Q u i jo t e , I I ,  chapter  26, p .2 3 9 -4 8 .
10 El ca n c ion ero  español de t ip o  t r a d i c i o n a l  (Madrid, Taurus, 
1968 ),  p .1 7 3 .  He quotes  furtherm ore  from D e le it o  y 
P iñ u e la :
Era la  noche de l ib e r ta d  g e n e r a l ,  en que todo 
estaba p erm it id o ;  noche de a l e g r í a ,  de amor y de
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aventura, por la cual susp iraba  la juventud desde 
muchos meses antes*«**
11 E. Martínez T o m e r ,  L ír i c a  h is p á n ic a .  R e la c ion es  e n tre  lo
popular y  lo c u l t o  (Madrid, C a s t a l ia ,  1966), p .1 2 7 .
12 Gonzalo C orreas , Vocabulario  de r e fr a n e s  p r o v e r b ia le s
(1 6 2 7 ) ,  e d it e d  by Louis Combet (Bordeaux, 1967 ),  p .226 .
13 E. M artinez T o m e r ,  L ír i c a  h is p á n ic a , p .127 and Cancionero
m usica l de la l í r i c a  popular as tu r ian a  (Madrid, 1920), 
nos 257, 400.
14 For a more modem use o f  c o r a l  as an e r o t i c  symbol, see
F eder ico  Garcia Lorca whose ' v e in  o f  c o r a l '  in d ic a t e d
male lo v e  f o r  a woman. I t  a l s o  bears  the co n n o ta t io n
o f  b lo o d  as in  La casa de Bernarda Alba a c t  I I I :
MARIA JOSEFA: Ni tú n i  yo queremos dormir.
La puerta s o la  se a b r irá  
y en la  p laya nos meteremos 
en una choza de c o r a l .
I t  a l s o  stands as a genera l symbol f o r  l o v e .  See 
Ad de V r ie s ,  D ic t ionary  o f  Symbol and Imagery 
(Amsterdam, NHPC, 1974).
15 A l in ,  p .210 .
Otra can c ión  en la  que una jo v e n  p ie rd e  una de sus 
prendas en e l  agua, probablemente a causa de lo s  
ju egos  amorosos, y que encontramos en Mudarra:
I s a b e l ,  I s a b e l ,  
p e rd is te  la tu fa x a ;  
hSla par d6 va 
nadando por e l  agua 
¡I sa b e l  la  tan ga rr id a ' .
16 Correas, p .1 7 6 .
17 C arlos  A lb e r to  Sánchez, Aspectos  de lo  cómico en la p oes ía
de Góngora' , UFE 44 (1961^  9 5 -1 3 3 ,  p .125 .
18 D ic c io n a r io  de Autoridades (1726) (M adrid, Gredos, 1 9 6 3 ) :
' g a l l a r d í a ,  g e n t i l e z a  y desen vo ltu ra  en execu tar  
alguna cosa '  .
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19 Cummins, p .6 1 .
A l ín ,  p . 206-07 .
20 A l in  quotes from Gregorio S i l v e s t r e :
e l  c i e r v o  v iene  h e r id o  
de la s  yerbas  de l amor
and G i l  V icen te  a l s o  m entions the ‘ yerbas de l amor' 
as a p la c e  f o r  l o v e r s ’ meetings ( p . 2 2 9 ) .
21 The sand o f t e n  denoted barrenness  o r  f r u i t l e s s  labou rs .
As an a t t r ib u t e  i t  sym bolized  im p r e s s io n a b i l i t y .
(See  e n try  f o r  sand in  de V r ie s . )
22 C. C o l in  Smith, 'Serran as  de Cuenca' in  SSLGA (London,
Tamesis, 1973), p .2 8 3 -9 5 .
23 P oes ías  del Marqués de ¿ a n t i l l a n a , with a prologue by
E. Nadal (B arce lon a ,  Montañer y Simon, 1972), p .164 .  
This i s  an extrem ely  i n t e r e s t i n g  quatra in  g iven  the 
a l l u s i o n  to ' p i n a r e s ' ,  ' v i ' ,  'Menga' which o c cu r  here 
and in  o th e rs  o f  G ongora 's  romances r ú s t i c o s . See 
a l s o  Smith who quotes Timoneda's ' Por la  r ib e ra  de 
T u r y a ' , which becomes ' Por la r ib e ra  de lu ca r '  in  
Lucas R o d r ig u ez 's  Romancero h is t o r ia d o  (Smith, 
p . 2 9 2 -9 3 ) .
24 Jammes, E tu d e s . . . . p .446 .
Compare t h is  with l i n e s  in  the Soledad I :
( a )  11.540-549
c o r o s  t e j i e n d o ,  v o c e s  a lternando 
s igu e  la  du lce  escuadra  montañesa 
d e l  perezoso  a rroy o  e l  paso le n to ,  
en cuanto é l  hurta b lanco  
en tre  lo s  amores que robustos besa 
pedazos de c r i s t a l ,  que e l  movimiento 
l i b r a  en la fa ld a ,  en e l  co turno e l l a  
de la  columna b e l l a ,  
ya que c e lo s a  basa,
dispensadora d e l  c r i s t a l  no es ca sa .
and 11.27-34 (romance)
El p ie  (cuanto  le  permite 
la b r ú ju la  de la  fa ld a )  
lazos  c a l z a ,  y m irar  de ja  
pedazos de n ieve  y nácar . 
E l la s ,  cuyo movimiento 
honestamente levantan 
e l  c r i s t a l  de la columna 
sobre la  pequeña basa.
(b )  11.251-53
Negras p iz a r ra s  entre  b la n cos  dedos 
ingen iosa  h i e r e  o t r a , . . .
11 .241-4Z
sobre un arroyo^ de q u e ja rse  ronco , 
mudo sus o n d a s . . .
11.556-61
Pintadas aves ,  c í t a r a s  de pinna
coronaban la  bárbara c a p i l l a
mientras e l  a r ro y u e lo  para o í l l a
hace de b lanca  espuma
tantas o r e ja s  cuantas g u i ja s  lava ,
de donde es fu e n te  a donde arroyo  acaba.
and 11.37-44 (romance)
Una en tre  lo s  b la n cos  dedos 
h ir ie n d o  negras p iza r ra s  
instrumento de m a r f i l  
que las  Musas l e  en v id iaran , 
la s  aves enmudeció* 
y en frenó  e l  curso  d e l  agua; 
no se m ovieron  la s  h o ja s ,  
por no im pedir lo  que can ta :
( c )  11.353-55
sobre la  grana que se v i s t e  f i n a ,  
su b e l l a  amada, deponiendo amante 
en las  v e s t id a s  rosa s  su cu id a d o .
and 11.23-26 (romance)
Del c o l o r  v is t e n  d e l  c i e l o ,  
s i  no son de la  esperanza, 
p a lm i l la s  que menosprecian 
a l  z a f i r o  y la esmeralda.
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E lla s  en ta n to  en bóvedas de sombras, 
pintadas siem pre a l  f r e s c o ,  
cubren la s  que Sidón t e l a r  turquesco 
no ha sabido  im itar  verdes a l fom bras .
11.623-29
Mezcladas hacen todas
tea tro  d u lc e ,  no de escena muda,
e l  a p a c ib le  s i t i o  e sp a c io  breve
en que, a p e sa r  d e l  S o l ,  cuajada n ieve
y n ieve  de c o l o r e s  m i l  v e s t id a ,
la  sombra v i o  f l o r i d a
en la h ierb a  menuda.
and 11.57-62 (romance)
Entre rama y rama, 
cuando e l  c i e g o  d io s  
p id e  a l  Sol lo s  o jo s  
por  v e r la s  m ejor 
l o s  o j o s  d e l  Sol 
la s  v e r é is  p i s a r .
( d )  1 1 . 6 1 2 - 1 5
25 Jammes, Etudes. . ♦ . p . 445-46 .
26 Smith, p .285 .
27 See R. Goldberg' s a r t i c l e  on b a i l e s .
28 Included  with th is  t i t l e  in  F lor  de las comedias de
España de d i f e r e n t e s  a u to r e s .  Quinta parte  
(B arce lona , 1 6 1 6 ) .
29 See 'En e l  b a i l e  d e l  e j i d o ' .
30 A common meeting p la c e ,  the re levan ce  o f  which we s h a l l
soon see, was the  stream o r  riverbank o r  seashore ,
where the young g i r l  would go on the p re te x t  o f
washing her c l o t h e s  o r  f e t ch in g  w ater :
Yo me levantará , madre, -  mañanica de San Juan, 
v id e  e s t a r  una d o n c e l la  -  r i b e r i c a s  de la  Mar.
Sola lava y so la  tu e r c e  -  s o la  t iende en un r o s a l  
m ientras l o s  paños s e  enjugan -  d ic e  la niña un ca n ta r :
-  De lo s  mis amores, do l o s  -  donde lo s  i r é  a buscar?
¡ o  M .D io z .  £.1 r c - m t u - i c t f o  Q va<a^ I ' i d  j C ó t e d o a .  1 4 7 7 ) . ,  p2.?*+.
31 The poem co n t in u e s :
Con un fa l c ó n  en la mano -  la caza iba a ca za r ,  
v i 6 v e n ir  una g a le ra  -  que a t i e r r a  q u iere  l l e g a r .
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Las v e la s  t ra ía  de seda, -  la e j e r c í a  de un cenda l,  
marinero que la manda -  d ic ie n d o  v ien e  un cantar 
que la  mar fa c ía  en calma, -  l o s  v ie n to s  hace amainar, 
lo s  peces  que andan en e l  hondo -  a r r ib a  lo s  hace andar, 
la s  aves que andan volando -  en e l  m astel la s  fa c e  posar . 
A l l í  f a b l o  e l  Conde A m a ld o s ,  -  b ie n  o i r é i s  lo  que d i r a :
' Por Dios te  ruego m arinero, -  dígasme ora ese cantar '  . 
R espon d ió le  e l  m arinero , -  t a l  respu esta  le  fue a d ar :
'Y o  no d ig o  esta  ca n c ión  -  s in o  a quien conmigo va' .
32 By re q u e s t in g  that he should come ou t  ' a l  campo' she i s
a l s o  acknowledging that Love i s  g e n e r a l ly  a c o u r t ly  
a c t i v i t y .  Here she i s  e n t i c i n g  from the ' c o r t e '  to 
the  ' a ld ea ’ .
33 Jammes, Etudes. . . .  p.4-4-7 - ¿t-53 •'
L' im portance du thème e s t  b ien  sou lign ée  dans la 
prem ière l e t r a  du romance, qu i f a i t  du ' cántaro '  
l e  symbole de la v i r g i n i t é  de la jeune f i l l e ,  son 
casque e t  sa c u ir a s s e  con tra  l ' Amour.
34 The e a r l i e s t  recorded, romance (1421 , Jaume de O lesa ) i s
o f  th is  ty p e :
Estase la  g e n t i l  dama -  paseando en su v e r g e l ,  
l o s  p ie s  ten ía  d e s c a lz o s ,  -  que era m a ra v i l la  v e r j  
desde l e j o s  me llamara, -  no l e  q u ise  responder.
R espond íle  con gran sana: -  — <Qué mandáis, g e n t i l  mujer?
Con una voz  amorosa -  comenzó de responder :
— Ven a c á ,  e l  p a s t o r c i c o ,  -  s i  q u ie re s  tomar p la c e r ;  
s i e s t a  es  d e l  m ediodía , -  que ya es hora de comer;
Si querrás  comar posada -  todo es a tu p l a c e r . . . .
— T h is  i s  from a s ix t e e n t h -c e n t u r y  p l ie g o  su e lto  which
i s  quoted by H. Díaz R oig , El romancero y la l í r i c a
popular  moderna (M exico , El C o le g io  de M éxico . 1976),
p .2 6 9 .
35 ' Poner a uno g r i l l o s  de h ie l o  en lo s  p ie s ,  f r ,  f i g  -
D e ja r le  pasmado y s in  poderse  m ov er ' ,  V o ca b u la r io . . . , 
\ Alemany y S e l fa .
NB. Carreño g iv e s  an ex p la n a tion  f o r  ' g r i l l o s  de 
n ie v e '  .
36 de V r ie s ,  p.394
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37
38
39
40
41
Rodriguez llon ino , Cancionero de romances (1 5 5 0 ) ,  p .3 1 8 .
de V r ie s  t e l l s  us that  the h e i f e r  was commonly a symbol o f  
wantonness o r  w i ld n ess .
Or ra th e r  a p la n e t ,  which r e f l e c t s  the su n 's  rays to  earth
in  the  same way as the moon, but because o f  i t s  d is ta n ce  
from the earth  appears in  the sky as a b r ig h t  ' s t a r ' .
The e d i t i o n  o f  Antonio Carreno i s  m is lead in g  h ere :  c e r t a i n  
n o te s  which appear to r e f e r  to  the l in e s  o f  t h is  
romance must su re ly  be intended f o r  the romance no 79, 
which a ls o  has the f i r s t  l in e  ' ¡C u a n tos  s i l b o s ,  cuantas 
v o ce s  J ' .  The r e fe r e n c e  to  the n o v i l l e / ja  as the V irg in  
¡¡ary h e r s e l f  because o f  a s s o c i a t io n s  with the moon are 
not  a p p r o p r ia te  to  the sense o f  th is  poem, and n e i t h e r  
are  r e f e r e n c e s  to  the c h i l d  Jesus ' eyes as l u c e r o s , 
a lth ou gh  they make p e r f e c t  sense in  terms o f  the 
romance sacro  w r i t te n  l a t e r  in  1620.
DILIGENTIA -  c a r e fu ln e s s ,  a t t e n t iv e n e s s ,  a s s id u i t y ,  c a r e f u l  
a t t e n t i o n  t o ;  P G W Glare ( e d ) ,  Oxford Latin  D ic t io n a r y  
(O x fo rd  U n ive rs ity  P ress ,  1982, r e p r .  1983), p .5 4 4 .
42 Carreno, n o te  to poem, p .373 .
43 Jammes, E tu d e s . . . ,  p .
44 B a l l ,  P a r o d ie s . . • j p • 19 3 •
45 Alemany y  S e l fa , V o c a b u l a r i o . . . ,  p .486 .
46 Alemany y  S e l fa n otes  ' Quiza d e l  Gr. fixAAcuos -  adj
47
r e f i e r e  a lo s  sa cerd b tes  y por e x ten s ion  a l  c u l t o  de 
C i b e l e s ' , p .4 6 2 .
I t  may d e l i b e r a t e l y  su ggest  Gongora the c l e r i c  i n  d is g u is e
(an  absurd copy o f  L o p e 's )  o r  j u s t  another w orsh ipper  o f
fem ale  beauty in  the form o f  D ian a /C ybe le /the  h u n tre s s .
Vol I I I ,  p .2 8 0 .
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39
40
41
Rodriguez l lon ino , Cancionero de romances (1 5 5 0 ) ,  p .318 .
de V r ie s  t e l l s  us that  the h e i f e r  was commonly a symbol o f  
wantonness o r  w i ld n e s s .
Or ra th e r  a p la n e t ,  which r e f l e c t s  the su n 's  rays to  earth
in  the same way as the moon, but because o f  i t s  d is t a n c e  
from the earth  appears in  the sky as a b r ig h t  ' s t a r ' .
The e d i t i o n  o f  A ntonio  Carreno i s  m is lead in g  h ere :  c e r t a in  
n otes  which appear to  r e f e r  to  the l i n e s  o f  t h is  
romance must s u r e ly  be intended  f o r  the romance no 79, 
which a l s o  has the f i r s t  l i n e  ' iC u a n tos  s i l b o s ,  cuantas 
v o c e s ! '  . The r e f e r e n c e  to  the n o v i l l e j a  as the V irg in  
¡¡ary h e r s e l f  because o f  a s s o c i a t i o n s  with the moon are 
n o t  a p p ro p r ia te  to the sense  o f  th is  poem, and n e i th e r  
are  r e fe r e n c e s  to  the c h i l d  Jesus '  eyes as l u c e r o s , 
a lthough  they make p e r f e c t  sense in  terms o f  the 
romance sa cro  w r i t te n  l a t e r  in  1620.
DILIGENT1A -  c a r e fu ln e s s ,  a t t e n t iv e n e s s ,  a s s i d u i t y ,  c a r e fu l  
a t t e n t i o n  t o ;  P G W Glare ( e d ) ,  Oxford L atin  D ic t io n a ry  
(O xford  U n iv e rs ity  P ress ,  1982, r e p r .  1983), p .5 4 4 .
42 Carreno, note  to poem, p .3 7 3 .
43 Jammes, E tu des . . . ,  p.
44 B a l l ,  P a r o d ie s . . • f p • 19 3 •
45 Alemany y S e l f a , V o c a b u l a r i o . . . , p .486 .
46 Alemany y S e l fa n o te s  ' Quiza d e l Gr« f"cc Á-A.QX05
47
r e f i e r e  a l o s  s a c e r d o te s  y por  e x te n s io n  a l  c u l t o  de 
C ib e le s '  , p .4 6 2 .
I t  may d e l i b e r a t e l y  su ggest  Gongora the c l e r i c  in  d is g u is e  
(an  absurd copy  o f  L o p e 's )  o r  j u s t  another worshipper o f  
female beauty  in  the form o f  D ia n a /C yb e le /th e  h un tress .
Vol I I I ,  p .280•
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48 D e f in i t i o n s  from Alemany y S e l fa ,  V o c a b u la r io . . .  :
Esgueva -  'R i o  que cruza la p r o v in c ia  de P a le n c ia ,  pasa 
por en medio de V a l la d o l id ,  re co g ie n d o  todas la s  inmun- 
d ic i o n e s  de esa c iudad , y a f luye  a l  P is u e r g a . '  P. 398.
Darro -  1 Río que a t r a v ie s a  la ciudad de Granada y a f lu y e  
a l  G e n i i . '  P. 302.
49 See C arreño 's  n o te  to  t h is  poem, p . 115-18 and Margaret Sleeman,
'M ed ieva l Hair T okens ' ,  FMLS, XVII ( 1 9 8 1 ) ,  322-336.
50 See B a l l ' s  thorough a n a ly s is  o f  the poem in  h is  P a r o d i e s . . . ,
p . 173-237.
51 Even today f o l k - s i n g e r s  w i l l  adopt a n a s a l  tone , sometimes
even c l o s i n g  t h e i r  eyes and p lac ing  one hand ov e r  an 
ear as i f  to  hear themselves b e t t e r .
52 The c a l l s  o f  m odem Andalusian S tree t  Vendors are n asa l and
sin gson g .
53 Carreno, in t r o d u c t i o n ,  p .7 2 .
54 Jammes, Etudes. . . , p .4 5 6 -5 8 .
55 Primavera y f l o r  de lo s  m ejores  romances que han s a l i d o  aora
nuevamente en es ta  Corte re cog id os  de  v a r io s  poetas  por 
P. A r ias  Perez (B a rce lon a ,  L ib re ro s ,  15S2).
Ed. J Fernández M ontesinos (V a le n c ia ,  C a s ta l ia ,  1954), 
in t r o d u c t i o n ,  p . l i v - l v i i i .
56 John H. Turner, The myth o f  Icarus in  Spanish Renaissance
Poetry  (London, Tamesis, 1976), p .89 . '
57 E s t i l o  b a rroco  y p erson a lid ad  creadora : Gongora, Quevedo.
Lope de Vega, augmented e d i t io n  (M adrid , 1974), p . 144-45 .
58 Cree -  from o b e d e c e r /c e d e r  a la d i r e c c i ó n  oue se le  da, but
a ls o  from the idea o f  f a i t h  (no guardes  f e )  and the oak 
as a symbol o f  f a i t h .  Alemany y S e l f a ,  V o c a b u la r io . . . , 
p .275 .
58a Compare Himeneo's song in  Soledad I , 1 1 .8 2 8 -8 3 1 :
y l o s  olmos casando con las  v id e s  
m ientras  coronan pámpanos a A l c i d e s ,  
c la v d  empuñe L ie o .
Ven, Himeneo, ven ; ven, Himeneo.
59 O v id ,  Metamorphoses. Book 14, 11 .661-66 :
There was a shapely  e lm -tree  o p p o s i t e ,  covered  with 
gleaming bunches o f  g rap es .  A f t e r  he had looked 
ap p rov in g ly  a t  t h is  aw h ile ,  t o g e th er  w ith  i t s  v in e  
companion, he s a id :  'B u t  i f  that t r e e  stood  there
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unmated to  the v in e ,  i t  would n o t  be sought save f o r  
i t s  lea ves  a lo n e ;  and th is  v in e ,  which c l i n g s  to  and 
r e s t s  s a f e l y  on the elm, o f  i t  were not thus wedded, 
i t  would l i e  lan gu ish in g ,  f l a t  upon the ground' •
T rans la ted  by F. J .  M i l l e r ,  2 v o l s  (London, Heinemann,
1916, r e p r .  1946), p .3 4 6 -4 7 .
60 Agua c la r a  i s  a f e r t i l i t y  symbol. E. Martinez T o m e r ,
L í r i c a  h i s p á n i c a . . . , p .9 2 .
61 C. C. Smith, Spanish Ballads (O xford , Pergamon, 1964),  p .193 .
62 Jorge  de Montemayor in  F lo r  de enamorados. See A l in ,  p .5 3 4 .
63 C orreas , p p .2 9 ,  374.
64 The ' niña en c a b e l l o '  -  the unmarried g i r l  wore her h a i r
l o o s e .  Once married she wore i t  bra ided  o r  t i e d  up.
65 CarreHo e d i t i o n  o f  the Romances, n o te  on p .319 .
66 From Salamanca, p .188 .
67 El A lca ld e  de Zalamea (1651) ed ite d  by J .  M. Diez Borque,
(Madrid, C a s ta l ia ,  1976),  p .214 , 2ajo m a d a ,  1 1 .3 3 7 -4 0 .  
Los P astores  de Belén (1 6 1 2 ) ,  L ír i c a  de Lope de Vega, e d it e d  
by J .  H. Blecua (Madrid, C a s ta l ia ,  1981), p .181 .
68 See a l s o  A usonius, De R osis  N ascentibus, 1.43:
Quamlonga una d ie s ,  a e ta s  tara longa rosarum 
Cun p u bescent i  ju n cta  senecta  b r e v is
and I d  Ilia ,  XIV ,  1. :
C o l l i g e ,  v i r g o ,  ro sa s ,  dum f l o s  novus e t  nova pubes 
Et menor e s t o  aevum s i c  properare  tuum.
69 A. C arba llo  P ica zo ,  ' El soneto  "Mientras por com petir  con
tu c a b e l l o "  de G óngora ' ,  RFE,47 (1 9 6 4 ) ,3 7 9 -9 8 ,  p .3 8 5 .
70 C arba llo  P ica z o ,  p .385 .
71 ' 0  sob erb ia  i  c r u e l  en tu b e l l e z a '  i s  a t r a n s la t io n  o f
Horace.
72 C arba llo  P ica zo ,  p . 386-87.
73 'M entre che 1 ' áureo c r in  v 'o n d e g g ia  in t o m o '  .
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74 Sonnet 23 in  R ivers e d i t i o n  o f  P oesías  c a s te l la n a s  completas
Marchitará la rosa e l  v ien to  h e lado ,
todo lo  mudará la edad l i g e r a
por no hacer  mudanza en su costumbre.
75 Sonnet 149 in  B. C ip l i ja u s k a i t é J e d i t i o n  o f  Sonetos completos
goza c u e l l o ,  c a b e l l o ,  la b io  y f r e n t e ,
antes que lo  que fue en  tu edad dorada
o r o ,  l i l i o ,  c l a v e l ,  c r i s t a l  l u c i e n t e , . . .
no s o lo  en plata  o v i o l a  troncada
se vue lva , mas tu y e l l o  juntamente
en t i e r r a ,  en humo, en po lvo ,  en sombra, en nada.
76 José  Ares Montes, Góngora y la  poesía  portuguesa d e l  s i g l o
XVI (Madrid, 1956), p .3 3 3 .
77 In the two sonnets 'M ien tra s  por com petir  con tu c a b e l l o '
amd ' I l u s t r e  y hermosísima María' .
78 ' En la  fuerza  de Almería' ; s e e  chapter  5 on the romances
m o r is c o s .
79 'M ien tras  por com petir  c o n  tu c a b e l l o '  1582
' I l u s t r e  y hermosísima H aría '  1582
'Que se nos va la pascua , mozas’ 1582
' Las f l o r e s  d e l  romero' 1608
' En la fuerza  de A lm ería ' 1620
'Aprended f l o r e s  en mí' ( l e t r i l l a )  1621
'Guarda co rd eros ,  z a g a la '  1621
'Menos s o l i c i t ó  v e lo z  s a e ta '  ( s o n n e t )  1623.
80 p .3 8 4 .  A lso  ' Ke s i  a Pascua no v i n i e r e /  a San Xuan me
a g u a r d é i s ' .
81 A l ín ,  p .171 .
82 R. Menéndez P ida l,  Cantos románicos a n d a lu s íe s , see A lín ,
p .171 .
8 3 See chapter  IV o f  Garrison, *7V->e soJLnc ckt-xí fevxrlescyiAfc. 
boJUtuls c>p q  (Vt^ cxi .^
84 C arba llo  P icazo , p .382, 'e x h o r t a c i ó n  a l  goce de la  v id a ,  
de la  v ida siempre b r e v e ' .
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85 I t  would n ot  be unusual f o r  the dusky g i r l s  o f  southern Spain
to  think o f  the f a i r e r  g i r l  as a g r e a te r  beauty  than 
them selves , even when ignorant o f  the P etrarchan t r a d i t io n  
Even in  Andalusia today the blonde i s  unusual and th ere ­
f o r e  d e s i r a b l e .  There are many r e fe r e n c e s  to th is  s u b je c t  
U ardropper 's  a r t i c l e  i s  notew orthy . There are o th e rs .
86  H oces, 'n o  s o i s  n a d a ' .
87 D i c c i o n a r io  de a u to r id a d e s , I I I ,  p .1 3 :
A s i r  la  o c a s ió n  por la  melena, o por l o s  c a b e l l o s .
Frase que v a le  usar a su tiempo de la oportun idad  
que l e  o f r e c e  d e la n te ,  para hacer  o in t e n t a r  alguna 
c o s a ,  de que r e s u l ta  provecho y u t i l i d a d ,  y  de la 
om is ión  mucho daño.
L at .  Occasionem a r r i p e r e . A ntonio  de Fuenmayor, Vida 
de San Pío Q uinto , f .8 5 .  Asirán por la melena la 
o c a s i ó n , y esgr im irán  las  armas opr im idas .
88 A lo n s o ,  Obras en v e r s o . . . , p .x x x iv .
CHAPTER VII
TWO RECURRENT FIGURES IN THE 
ROMANCES AMOROSOS
1 : THE CAZADORA
Woman i s  the most r e c u r r e n t  s u b je c t  o f  p oe try ,  the e te rn a l  
Muse moving men to h ig h e r  thoughts and modes o f  e x p re s s io n .
She has remained so s in c e  the European Renaissance and p a r t i c ­
u la r ly  throughout the Golden Age o f  Spain . In the eyes o f  
th e ir  adoring poets  D ante 's  B eatr ice  and P e tr a r c h 's  Laura 
both grew in  status from mere humans to v i r t u a l  an ge ls ,  and 
the concept  o f  the i d e a l  woman with these c r y s t a l l i z e d  in to  
the Petrarchan ty p e .  Appearing in  many gu ises  in  l y r i c a l  
p oe try ,  she i s  most o f t e n  d ep ic ted  as g o ld e n -h a ire d ,  b lue­
eyed and f a i r - s k in n e d .  There are some e x ce p t io n s  to th is  -  
sometimes a f a i r  g i r l  with dark e y es .  In the popular t r a d i t io n  
the morena o f t e n  appears although u su a lly  as a sensual ra th er  
than a s p i r i t u a l  beauty , l ik e  the serrana de la V era:^
A llá  en Garganta la O lla  en la Vera de P lasencia  
Salteóme una Serrana b lanca , rub ia , o jim orena .
She may be a c o u r t ly  lady, o r  a nymph in  the Arcadian landscape
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o f  the p o e t ' s  im ag ination . G arc i iaso  de la  Vega prov ides  
f i n e  examples o f  the ( s t e r e o ) t y p i c a 1 woman; as the g i r l  he 
t r i e s  to persuade in to  a c ce p t in g  love  in  sonnet 23, ' En tanto 
que de rosa y d 'a z u c e n a ' ,  and as the nymphs o f  sonnet 1 1 ,
' Hermosas n in fa s ,  que en e l  r i o  m e t id a s ' , and Egloga I I I  
whe r e : ^
278
peinando sus c a b e l l o s  d ' o r o  f in o  
una n in fa  d e l  agua do moraba 
la  cabeza s a c ó , . . .  11 .69-71 .
Gongora con t in u es  th is  t r a d i t i o n  o f  beauty  with the archetypa l 
g i r l s  o f  h is  son n ets :
Mientras por com petir  con tu c a b e l l o  
oro  bruflido a l  s o l  relumbra en vano ; 
mientras con menosprecio en medio e l  llano 
mira tu blanca f r e n te  e l  l i l i o  b e l l o ;
mientras a cada la b io ,  por coge l i o ,  
s iguen  más o j o s  que a l  c la v e l  temprano, 
y m ientras tr iu n fa  con desdén lozano  
de l lu c i e n t e  c r i s t a l  tu g e n t i l  c u e l l o ,
goza c u e l l o ,  c a b e l l o ,  la b io  y f r e n t e ,  
antes que lo  que fue en tu edad dorada 
o r o ,  l i l i o ,  c l a v e l ,  c r i s t a l  lu c i e n t e ,
no s o l o  en plata  o v i o l a  troncada
se v u e l v a , . . .  ( C ip l i ja u s k a i t é ,  p .2 3 0 ) ,
W.th Galatea in  the Fabula de P o l i fem o , and the nymphs which appear 
in  h is  romances.
N ot icea b ly  in  the works o f  Gongora nymphs do not maintain 
the e m o l l ie n t  p r e t t in e s s  o f  c l a s s i c a l  and m yth o log ica l  examples. 
They are  more v iv a c io u s  and robust  in  t h e i r  a c t io n s  than those 
who normally  languish  with l i t t l e  to do o t h e r  than comb th e ir  
go lden  h a i r .  I t  would be v i r t u a l l y  im p o ss ib le  to f in d  a more
l i v e l y  company ot rvymph^ than those Gongora watches in  the
3
romance ' En lo s  p inares de Jucar ' : a t  work or  a t  le isu re
279
dancing and s in g in g ,  they communicate a v i t a l i t y  and j o i e  de 
v iv re  u n r iv a l l e d  in  the romance nuevo o f  o th er  p o e t s .  These 
are o n l y  one kind o f  nymph encountered by Gongora. Another 
s p e c ie s  appears w ith  s t a r t l i n g  r e g u la r i t y  in  the romances in  
p a r t i c u l a r ,  and indeed in  the r e s t  o f  G6 n g o ra 's  p o e tr y .  Ten 
per c e n t  o f  h is  romances are  populated by nymphs with a 
s p e c i a l  passion  f o r  the ch a se .  A dozen or  so romances demon­
s t r a t e  the vary ing  forms o f  the f i g u r e  o f  the ca za d ora .
Gongora must have had an eye f o r  a t h l e t i c  bea u tie s  o f  a l l  
d e s c r i p t i o n s ,  y e t  f o r  the most part  i t  i s  s t i l l  p o s s ib l e  to 
spot th e  Petrarchan id e a l  beneath the the ' d i s f r a z  v e n a t o r i a ' .
The precedent f o r  Gongora 's  cazadora i s  not  e n t i r e l y
I t a l i a n a t e .  There are innumerable c l a s s i c a l  examples o f  the
young hun tress  in  both Greek and Latin  p o e try .  V e r g i l ' s
E clogu es  in troduce  the f i g u r e  o f  F e l i s a ,  w h i ls t  p rev a len t  in
4
Greek s e c u la r  p oe try  are hymns to Artem is, goddess o f  the 
hunt and o f  w ild  anim als, o f  c h a s t i t y  and c h i l d b i r t h ,  patroness 
o f  sportsm en, s i s t e r  o f  the Sun (and th e re fo re  h e r s e l f  the 
Iloon) and in h a b ito r  o f  woods and mountains. She i s  known a ls o  
as C ynth ia , Luna and more o f t e n  as Diana, with her th in  d re ss ,  
g irded  high f o r  speed, her bow, q u iv er  and busk ins . She was 
n o t o r io u s  f o r  her c r u e l t y  and i f  angered she cou ld  be appeased 
on ly  by the shedding o f  human b lo o d .  She i s  r e la t e d  to many 
oth er  prim aeval mountain goddesses -  I sh ta r ,  I s i s ,  Danae -  
and h e r  c h a r a c t e r i s t i c s  are  d isp la y ed  in  the earth-m other 
d e i t i e s  o f  many r e l i g i o n s .  The c r u e l  y e t  b e a u t i f u l  moon- 
goddess i s  a u n iv e rsa l  type appearing in  the popular r e l i g i o u s  
c u l t s  o f  Eastern European c o u n t r ie s  and in  the f o l k l o r e  o f  
the 'J e s t .  Many c u l t u r e s  f o s t e r e d  myths o f  the w ild  women o f
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woods o r  mountains. Spain has i t s  own legend o f  savage 
mountain g i r l s :  the serran as , v i r i l e  and c r u e l  by n a tu re ,  
huntresses  by o c cu p a t io n ,  y e t  f a i r ,  p a le ,  dark-eyed and 
b e a u t i f u l  to look  a t .  P a r t i c u l a r ly  feared  in  the mountainous 
re g io n s  o f  the Basque country  and Extremadura, th e ir  p lo y  was 
to seduce the l o s t  wanderer b e fo r e  k i l l i n g  and devouring  him. 
The ilarques de S a n t i l ia n a ,  probab ly  a t t r a c te d  by the sensual 
nature o f  the legends, d id  much to s o f t e n  the image o f  the 
serra n a , and i t  i s  in  her g e n t l e r ,  more c o u r t ly  form th a t  she 
su rv ived  in  la t e r  l y r i c  p o e t r y .  G6ngora re su rre c ts  h e r  f e a r ­
some n ature , w h i l s t  combining i t  with her s o f t e r  s id e  in  the 
s i n i s t e r  sonner ' Descaminado, enfermo, p eregr in o '  o f  1594. 
Hunting in c id e n ts  in  the romancero v i e j o  freq u en t ly  in v o lv e  
encounters  with the su pernatura l :^  the huntress may be a 
shape-changer who becomes the pursued doe in  the lo v e  hunt. 
P a r t i c i p a t io n  in  the love  hunt alm ost in e v i t a b ly  lea d s  to 
death, as does the encounter w ith  the serrana . The a g g r e s iv e  
huntress i s  a h ig h ly  e r o t i c  c h a r a c te r ,  o f t e n  superhuman or  
o t h e r -w o r ld ly .  Whether in  the gu ise  o f  Hecate or  Diana,
J u l i o  Caro Baroja envisages her  as ' e l  ultimo avatar de una 
d iv in id a d  de las  montafias '.
In h is  romances Gongora does not always c a s t  the huntress 
as a minor d e i t y .  In many com p os it ion s  she i s  qu ite  c l e a r l y  
human, and there are two o r  three  precedents f o r  t h i s .  One 
o f  these  i s  again m y th o lo g ica l  in  o r i g i n :  Atalanta was the 
s w i f t - f o o t e d  huntress who p a r t i c ip a t e d  in  the hunt f o r  the 
Calydonian boar, sent by Diana to lay waste the land. She 
was n o t  a f o l l o w e r  o f  the v i r g i n  goddess in  s p it e  o f  h er  own 
vow o f  c h a s t i t y ,^  y e t  many nymphs, such as B r ito m a rt is ,  were
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sworn d i s c i p l e s  o f  Diana and therefore f l e d  the company o f
g
men. Another semi-mythic group o f  human huntresses were the
Amazons. Greeks to ld  o f  t h is  w arlike  ra ce  o f  women who armed
themselves with bows and sp ears ,  and kept t h e i r  s o c ie t y  f r e e  
9
from men. O r i g in a l l y  d e p ic te d  l ik e  Athena the war-goddess, 
in  l a t e r  Greek a r t  they came to  resemble A rtem is, wearing the 
th in ,  k n e e - le n g th  c h i t o n .  Another such t a l e  which came to 
l i g h t  in  the s ix te e n th  century  was that rep or ted  by one 
F ra n c isco  de O re l la n a ,  who cla im ed that he had fought with 
w a r - l ik e  women in  South America on the Maranon R iver . This 
la t e r  became known as the R iver  Amazon, a lthough  i t  i s  n o t  
confirm ed that i t  i s  from these h ero ines  that  the r iv e r  d e r iv e s  
i t s  p resen t  name.
Thus, in  Gongora' s p o e try ,  the cazadora because o f  her 
m u lt i - f a c e t e d  prev iou s  e x is t e n c e  appears in  severa l  gu ises  
and Gongora endows her with v a r io u s  com binations o f  those 
a t t r ib u t e s  above-m entioned: f e r o c i t y ,  c r u e l t y ,  c h a s t i t y ,  
voluptuousness, f l e e t n e s s  o f  f o o t ,  and so on . I t  may seem a t  
f i r s t  a haphazard array o f  b e a u t ie s ,  y e t  there  i s  a marked 
development o f  the ch a ra c te r  o f  the cazadora and her a t t r ib u t e s  
in  h is  p o e t r y .  L ikew ise , she i s  not so s t e r e o t y p i c  that she 
i s  f o r c e d  to appear in  a s in g le  genre . A study o f  the huntress 
w ith in  Gongora* s romances r e v e a ls  that he envisaged her as an 
e s s e n t i a l  element o f  both h is  r e a l  and imaginary w orlds, 
s e r io u s  and bu r lesq u e .  With each new fa c e  that the cazadora 
i s  g iv en ,  the a t t i t u d e  o f  her adoring f o l l o w e r s  i s  a ls o  
a d ju s te d .
*  *  *  *  *
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from men. O r ig in a l ly  dep ic ted  l ik e  Athena the w ar-goddess , 
in  l a t e r  Greek a r t  they came to resemble Artem is , wearing the 
th in ,  kn ee - len g th  c h i t o n .  Another such t a l e  which came to 
l i g h t  in  the s ix te e n th  century was that r e p or ted  by one 
F ranc isco  de O re l lan a ,  who claimed that he had fought with 
w a r - l ik e  women in  South America on the MaraiSon R iver . This 
la t e r  became known as the R iver  Amazon, a lthough  i t  i s  no t  
confirm ed that i t  i s  from these h ero in es  that  the r i v e r  d e r iv e s  
i t s  presen t name.
Thus, in  Gongora1s p oetry ,  the cazadora  because o f  her 
m u lt i - f a c e t e d  prev iou s  e x is te n ce  appears in  se v e ra l  g u ises  
and Gongora endows her with various  com binat ions  o f  those 
a t t r ib u t e s  above-m entioned: f e r o c i t y ,  c r u e l t y ,  c h a s t i t y ,  
voluptuousness, f l e e t n e s s  o f  f o o t ,  and so on . I t  may seem a t  
f i r s t  a haphazard array o f  b e a u t ie s ,  y e t  there  i s  a marked 
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i s  fo r c e d  to appear in  a s in g le  genre . A study o f  the huntress 
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The e a r l i e s t  o f  Gongora's romances v e n a t o r io s , ^  'Aquf 
en tre  la  verde ju n c ia '  (1584) takes the form o f  a h u n ter 's  
com p la in t .  The young man behaves d i s c o n s o l a t e ly  because he 
has been r e je c t e d  by
a q u e l la / ta n  hermosa como l i b r e .
His tone i s  one o f  s t r i c t u r e .  lie seems to be w e l l  acquainted 
with her and reproaches her f o r  her f i c k l e  behaviour. Whilst 
those who are  acquainted with the cou p le  think that they are 
very  a l i k e :
cjuelos dos nos parecemos 
a l  r o b le  que más r e s i s t e  
lo s  s o p lo s  d e l  v ie n to  a ir a d o :  
tú en s e r  dura, yo en ser  f i rm e . 11 .29 -32 .
He c la im s  that she i s  e a s i l y  swayed:
En e s to  s ó lo  e res  r o b le ,
y en lo  demás f l a c a  mimbre,
no s ó l o  a lo s  r e c i o s  v ie n t o s ,
mas a l o s  a ir e s  s u t i l e s .  11 .33-36
summing up her nature with th ese  words:
B e l l ís im a  cazadora ,
más f i e r a  que la s  que s igues
por lo s  bosques c r u e l  verdugo
de mis años i n f e l i c e s :
tan grandes son tus extremos
de hermosa y de t e r r i b l e ,
que están  lo s  montes en duda
s i  e re s  d iosa  o s i  e res  t i g r e .  11 .17 -24 .
Although n o t  d i r e c t l y  i d e n t i f i e d  with the goddess Diana here, 
the comparison between her beauty and her c r u e l ,  ty ran n ica l  
behaviour suggests  a p a r a l l e l .  The a sp e c ts  she has in common 
with Diana are her passion  f o r  hunting and her d e s ir e  f o r  the 
death o f  the man who pursues h er ,  o r  so D aliso  c la im s .  In her
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en tre  la  verde ju n c ia ’ (1 5 8 4 )  takes the form o f  a h u n te r 's  
com p la in t .  The young man behaves d i s c o n s o l a t e ly  because he 
has been r e je c t e d  by
a q u é l la / ta n  hermosa como l i b r e .
His tone i s  one o f  s t r i c t u r e ,  lie seems to be w e l l  acquainted  
with her and reproaches h e r  f o r  her f i c k l e  behaviour . W hilst 
those who are acquainted w ith  the cou p le  th ink  that they are  
very  a l i k e :
cjuelos dos nos parecemos 
a l  r o b le  que más r e s i s t e  
lo s  so p lo s  d e l  v ie n to  a ir a d o :
tú en ser  dura , yo en se r  f i rm e .  1 1 .2 9 -3 2 .
He c la im s that she i s  e a s i l y  swayed:
En e s to  s ó l o  e re s  r o b le ,
y en lo  demás f l a c a  mimbre,
no s ó lo  a l o s  r e c i o s  v ie n t o s ,
mas a lo s  a i r e s  s u t i l e s .  11 .33-36
summing up her nature with th ese  words:
B ell ís im a  cazadora ,
más f i e r a  que las que s igues
por los  bosques c r u e l  verdugo
de mis años i n f e l i c e s :
tan grandes son  tus extremos
de hermosa y de t e r r i b l e ,
que están  l o s  montes en duda
s i  e res  d io sa  o s i  e res  t i g r e .  11 .17 -24 .
Although not  d i r e c t l y  i d e n t i f i e d  with the goddess Diana h ere , 
the comparison between her beauty and her c r u e l ,  ty ra n n ica l  
behaviour suggests a p a r a l l e l .  The a sp e c ts  she has in  common 
with Diana are her passion  f o r  hunting and her d e s ir e  f o r  the 
death o f  the man who pursues her , o r  so D a l iso  c la im s . In her
determ ination  to be h is  e x e cu t io n e r  she i s  as ty ra n n ica l  as 
w ild  b e a s ts .  Yet Nise i s  not Diana; she has sworn no vow o f  
c h a s t i t y  and her a c t i o n s  are n o t  d i r e c t l y  harmful to the lan­
gu ish in g  hunter. She has done no more than withdraw from 
hunting .
No porque no gu stes  de e l l o ,  
s in o  porque no te o b l ig u e  
e l  encontrarme en la  caza 
a que s iq u ie r a  me m ires . 11.45-48
he moans. Hunting i s  her normal l i v i n g .  She hangs the skins 
o f  the game on the w a l ls  o f  her hut to d ry .  The very mountains 
are d is t r e s s e d  by her absence :
. . . e l  mismo monte se agravia
de que tus p ie s  no le  p ise n ,  11 .51-52 .
To withdraw from her l i v e l i h o o d  in th is  way would suggest a 
deep a v e rs io n  to D a l is o .  Abandoning her hunting i s  f o r  her 
the supreme s a c r i f i c e  o v e r  which she would be deeply m iserab le .  
I t  would be no wonder then i f  she d id  wish that D aliso  might 
d i e .
D a l iso  i s  c r e a t in g  a nuisance not o n ly  to Nise but to 
the normal fu n c t io n in g  o f  l i f e  on the mountain. Whilst he 
complains o f  her avoidance  o f  him he cannot see that he i s  
the cause o f  equal s u f f e r in g  to  o th e rs .
As has been noted , Nise i s  not e x p l i c i t l y  i d e n t i f i e d  with 
Diana, y e t  her presence i s  so g re a t ly  missed that i t  becomes 
c le a r  that to ' l os  monteros' she i s  more than humam. They 
sigh  f o r  her return  to the sk in-bedecked mountain abode that 
she has a b a n d o n e d . T o  these people  and to the mountain she 
normally  in h a b its ,  she i s  the very  spr ingtim e, the f e r t i l i t y  
nymph, l ik e  P roserp ine , whose f e e t
por e l  ra s tro  que dejaban
de rosas  y de jazm ines ,
tanto que eran a sus campos
tus dos p lantas  dos a b r i l e s .  1 1 .5 3 -5 6 .
Nise i s  to th ese  people  as much a spring d e i t y  as a hunting 
d e i t y .  Her d is d a in  f o r  D aliso  i s  not because o f  c h a s t i t y  or  
f r i g i d i t y t f o r  she i s  f e r t i l i t y  in ca rn a te ,  but f o r  sheer per­
sonal d i s l i k e .  D a liso  suggests  that she f l a t t e r s  h e r s e l f  by 
her s e l f - e s t e e m ;  he i s  too  va in  to  r e a l i s e  that the r e a c t i o n  
o f  a l l  Nature to her absence i s  ample p ro o f  o f  her s u p e r io r i t y  
ov er  a l l  o f  them, even though he mentions those two th in gs  in 
a s in g le  b re a th :
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P re c ia s te  de tan soberb ia  
con tra  quien es tan hirailde 
que, con s id era d os  bien, 
todos lo s  monteros d icen  
que lo s  dos nos parecemos 
a l  r o b l e . . .  11 .25 -30 .
Unlike D a l i s o ,  both the monteros and the mountains g iv e  her 
due r e s p e c t ;  they both fe a r  and adore her , as f i e r a  and a b r i 1 .
E v id e n t ly  c h a s t i t y  i s  not the key v i r t u e  in  th is  poem. 
F e r t i l i t y  i s  an a l t o g e th e r  more important a t t r ib u t e  in  th is  
e a r ly  v i s i o n  o f  the cazadora . N either  i s  c h a s t i t y  the key to 
a much l a t e r  v e r s io n  o f  the same f i g u r e .  In the romance ' En 
tanto que mis vacas '  o f  1601 a cowherd laments over  a s im ila r  
in c id e n t  w ith  h is
. . . á s p e r a ,  in v e n c ib le ,  
segunda Galatea ; 1 1 .7 -S .
The f i r s t  Galatea was not a paragon o f  v ir t u e  in  s p i t e  o f  her 
incomparable beauty . The statem ent in f a c t  ru les  ou t  a l l  
n o t io n  o f  her  v i r g i n i t y  f o r ,  as Gángora was to show in  h is
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v e r s io n  o f  the s t o r y  more than a decade la t e r ,  she loved the
a su audacia  lo s  términos l im ita ,  
y e l  ap lauso  a l  concento  de las aves.
Entre la s  ondas y la  f r u t a ,  imita 
A c is  a l  siempre ayuno en penas graves : 
que, en tanta g l o r i a ,  i n f i e r n o  son no breve, 
f u g i t i v o  c r i s t a l ,  pomos de n ieve .
Ho a la s  palomas con ce d ió  Cupido 
ju n ta r  de sus dos p ic o s  l o s  ru b íes ,  
cuando a l  c l a v e l  e l  jo v e n  a trev ido  
la s  dos h o ja s  le  chupa carm esíes .
Cuantas produce Pafo, engendra Gnido, 
negras v i o l a s ,  b lancas a l h e l í e s ,  
l lu even  sobre e l  que Amor qu iere  que sea 
tálamo de A c is  ya y de C alatea .
The huntress Galatea , i f  that i s  her name, i s  l ikew ise  an un­
ch aste  beauty, d ea f  to the song o f  the cowherd as Galatea was 
to that  o f  the shepherd Polyphemus. Her d is t in g u ish in g  c h a ra c ­
t e r i s t i c s  are a l s o  s im ila r  to those  o f  Hise:
The tone o f  the l a t e r  romance i s  le s s  intim ate than that o f  
the e a r l i e r .  The lo v e s i c k  cowherd i s  not r a i l in g  at a known 
woman but i s  ra th e r  asking a v i s i o n ,  more in  h is  imagination 
than f l e s h  and b lo o d ,  to put him ou t  o f  h is  misery with a
young A c i s : 12
El ronco  a r r u l l o  a l  jo v e n  s o l i c i t a ;  
mas, con  d esv íos  Galatea suaves,
B el l ís im a  cazadora ,
más f i e r a  que la s  que sigues
"Divina cazadora, 
que de segu ir  las f i e r a s  
has dado en im ita l la s ,  
y para mí ex ce d e l la s ,11 .1 7 -1 8 .
11.20-23.
. . . e s t á n  lo s  montes en duda 
s i  e res  d iosa  o s i  e res  t i g r e .
11. 23- 24.
"¡Oh, f i e r a ,  le  d ic e ,  
segunda GalateaJ"
11 .42-43 .
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shot from her bow:
de esa  tu media luna
ju n ta  las empulgueras,
y a l  desdén s a t i s fa g a
la  más v o la n te  f l e c h a ,
que sa ldrá  a r e c i b i l l a
por j u b i l a r  sus penas
en e l  pecho que huyes,
e l  alma que desdeñas. 11 .24 -31 .
The cow herd 's  a t t i t u d e  to  her d isd a in  i s  t o t a l l y  opposed to 
that o f  D a l is o .  Me wishes to meet h is  death  by her hand to 
be out o f  h is  own m isery  and to cease  o f f e n d in g  her a t  the 
same time, in  the manner o f  the true c o u r t ly  l o v e r .  He w i l l  
g la d ly  rush out to meet her oncoming, d e a th -d e a l in g  arrow.
However, he i s  unprepared f o r  the r e a l i t y .  Instead  o f  
appearing b e fo re  him w ith  her bowstring taut she appears as 
the f i e r a  that she r e a l l y  i s ,  bu rst in g  o u t  o f  the t h i c k e t  in  
the form o f  a w ild  b o a r .  The death he fa c e s  now w i l l  n o t  be 
s w i f t  and sweet, but in s tea d  c r u e l  and p a in f u l .  A fu r th e r  
a l l u s i o n  that Góngora d e l i b e r a t e l y  in tends  to suggest here i s  
the wrath o f  the r i v a l .  In mythology Adonis the hunter was 
gored to death by h is  r i v a l  f o r  Venus' s l o v e ,  Mars, in  the 
form o f  a w ild  boar . Whether the boar which su rp r ises  the 
cowherd i s  the r i v a l ,  the g o d d e s s .h e r s e l f  o r  some revenge sent 
out by her in  the shape o f  a second Galydonian boar, i s  impos­
s ib l e  to say. The in te n t io n  i s  n e v e r th e le s s  c l e a r .  The cow­
herd i s  to meet an untimely and p a in fu l  death f o r  h is  d e v o t ion  
to  the cazadora .
F i f t e e n  years separate  these two romances y e t  the female 
f ig u r e  in  each o f  them i s  d e sc r ib e d  in  a lm ost  i d e n t i c a l  terms. 
This was not however the f i r s t  time that  Góngora had employed 
a hunting m o t i f  in  h is  p o e try .  In a ca n c ió n  o f  15S2,
28 7
' C o r c i l l a  temerosa' the huntress C lo r i  f l e e s  from amorous
p u rsu it  as  s w i f t l y  as any deer would from her bow, w h i l s t  the
13lu s ty  wind takes i t s  own l i b e r t i e s  with her :
El v ie n to  d e l i ca d o  
Haze de sus c a b e l l o s
Mil c resp os  nudos por la blanca espalda , 
I auiendose abrigado 
Lasciuamente en e l l o s ,
A luchar baja vn poco con la fa ld a ,  
Donde, no s in  decoro ,
Por bruxula , aunque breue, 
üuestra la blanca n ieue ,
Entre lo s  la zos  d e l  co thum o de o r o ; .
* * * * *
A romance o f  1590, 'F re s co s  a i r e c i l l o s ' ,  a ls o  t e l l s  o f  
how the wind approaches the cazadora , th is  time as a messenger 
c a r ry in g  the p o e t 's  words. The n in fa  o f  th is  romance, when 
she appears in the second h a l f  o f  the poem, i s  s i m i l a r  in 
appearance and gesture  to Nise. Like Nise, Leda seems to be 
known to  D a l iso ,  a lthough in  some senses she seems more id e a l ­
i z e d .  She does n ot  take so much blame from her l o v e r  who in ­
stead pays her more reverence in  h is  tone and in  the  words with 
which he addresses h e r :
B ell ís im a  Leda,
g l o r i a  de l o s  bosques, 1 1 .9 4 -9 5 .
There i s  n o t  the s l i g h t e s t  suggestion  here, however, that she 
i s  anyth ing  other  than f l e s h  and b lood .  Her beauty and aspect  
are now a l i t t l e  more r u s t i c ,  and her o r ig in s  are s p e c i f i c :
una Ninfa b e l l a ,  
que pisa o rg u l lo s a  
d e l  B etis  la  arena, 
montaraz, g a l la rd a ,  
temida en la s ie r ra  
más por su mirar 
que por sus sa e ta s ; 11 .58-64
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Further d e s c r ib e d  as the 'h on or  de la  a l d e a ' , she i s  an
Andalusian v i l l a g e  g i r l  who loves  to hunt on the mountain.
Her humanity i s  emphasized by her a s s o c i a t i o n  with  the h ero in e  
A ta lanta , ra th er  than with the immortal Diana, in  her f l e e t n e s s  
o f  f o o t :
14
s igu iendo  las  f i e r a s ;
ahora en e l  l la n o
con planta l ig e r a
fa t igan do  a l  c o r z o ,
que herido  v u e la ;  11 .6 8 -7 2 .
Unlike the goddess she ev en tu a lly  t i r e s  o f  her labours and 
takes a r e s t :
cuando ya cansada 
de la caza vuelva 
a d e ja r  a l  r í o
e l  sudor en p e r la s ;  11 .77-30  
and a bath . A l a t e r  décima (1603)* '' ’  a l s o  d e p i c t s  a
fa t ig a d a  cazadora
que blancos l i l i o s  fue  una hora
a las  horas de la fu e n te .
Her a t t i t u d e  to the su p p lian t ,  however, has n o t  changed in  the 
l e a s t ,  remaining id e n t i c a l  to that o f  both goddess and h ero in e  -  
she i s  ' la  in g ra ta '  who g iv e s  the unequivoca l reply:'*'*’
-  Huere a l l á ,  y no vuelvas 
a adorar mi sombra
y a a r r a s tr a r  cadenas - .  number 29, 11 .117 -
120.
*  *  *  *  *
Although s i x  years separate 'F r e s c o s  a i r e c i l l o s '  and 
'A q u í  en tre  la verde  ju n c ia '  they are in e x t r i c a b ly  linked  to 
another romance, th is  time da ting  from 1594, ' ¡ ¡ o r i s t e ,  Ninfa
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Further d escr ibed  as the 'honor  de la a l d e a ' , she i s  an
, . 14A ndalusian  v i l l a g e  g i r l  who loves  to hunt on the mountain«
Her humanity i s  emphasized by her a s s o c i a t i o n  with the heroine  
A ta la n ta ,  rather than with the immortal Diana, in her f l e e t n e s s  
o f  f o o t :
s iguiendo las f i e r a s ;
ahora en e l  l lan o
con planta l ig e ra
fat igando  a l  c o r z o ,
que herido v u e la ;  11 .6 8 -7 2 .
Unlike the goddess she eventua lly  t i r e s  o f  her labours and 
takes a r e s t :
cuando ya cansada 
de la caza vuelva 
a d e ja r  a l  r ío
e l  sudor en p e r la s ;  11 .77-80  
and a b a th .  A la t e r  décima (1603)'*'^ a ls o  d e p ic ts  a
fa t igad a  cazadora
que blancos l i l i o s  fue una hora
a las horas de la fu en te .
Her a t t i t u d e  to the suppliant, however, has not changed in  the 
l e a s t ,  remaining id e n t i c a l  to that  o f  both  goddess and hero in e  -  
she i s  ’ la  in g ra ta ’ who g ives  the unequivoca l r e p l y : ^
-  Huere a l l á ,  y no vuelvas 
a adorar mi sombra
y a a rra stra r  cadenas - .  number 29, 11.117-
120.
*  *  5V íf  *
Although s ix  years separate 'F r e s c o s  a i r e c i l l o s '  and 
'A q u í  e n tre  la verde ju n c ia '  they are in e x t r i c a b ly  linked  to 
another  romance, th is  time dating  from 1594, 'u o r i s t e ,  Ninfa
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B ella '  (number VO), by the name D a l iso ,  o s t e n s ib ly  used by 
Góngora to represen t h is  own p o e t i c  s e l f . ^  In th is  romance 
there i s  l i t t l e  p h y s ica l  d e s c r ip t i o n  o f  the n in fa  b e l l a ,
a lthough  in  s t r ik in g  c o n t r a s t  to some, her most p r iz e d  a t t r i -
18bute i s  her c h a s t i t y .  She i s  h a i le d  as 1 la ca s ta  cazad ora ' 
and upon her death i t  i s  n o t  Cupid the god o f  e r o t i c  lo v e  who 
i s  most a f f e c t e d  but:
M oris te ,  y Amor luego 
rompió e l  arco  im paciente , 
casto  Amor,. . .  1 1 .5 -3 .
Once h er  bones are la id  to r e s t  her tomb assumes her v i r t u e :
Tumba es hoy de tus huesos, 
ca s ta ,  11 .37 -33 .
Along with  her c h a s t i t y  i s  c e le b ra te d  the sw iftn ess  o f  Atalanta
Ligera a lo s  p ie s  f u i s t e  
d e l  c o r c i l l o ,  11 .29-30
and her se n su a l i ty  i s  a l s o  suggested by the l i n e s :
La casta  cazadora
s e g u is te  puntualmente,
ya en lo s  montes armada,
ya desnuda en la fu e n te .  1 1 .2 5 -2 8 .
Once dead, however, the m o r t a l i t y  o f  the f l e s h  i s  rep la ce d  by 
the e v e r la s t in g  l i f e  o f  the chaste  and pure s o u l :
¡Oh alma, que e res  ya 
deidad resp la n d ec ien te ' .  1 1 .5 3 -5 4 .
In t h is  romance Góngora subord inates  the d e s c r ip t io n  o f  the 
cazadora* s a t t r ib u t e s  and p e r s o n a l i t y  to  an account o f  N ature 's
lo s s Although not a goddess w h i ls t  a l i v e ,  her sou l proves
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immortal, as that o f  a nun would b e .  Dedicated to the nun 
Doña Luisa de Cardona, the l in e s  o f  the poem g ive  no d i r e c t  
c lu e  to her id e n t i t y  u n t i l  the f i n a l  e le g ia c  qu atra in :
" . . .M em oria  soy de un Sol
que e l  Turia fu e  su o r ie n t e ,
y su o c c id e n te  e l  T ajo :
d i l o  de gente en g e n t e . "  11 .81 -84 .
Without th is  f i n a l  re fe ren ce  and the d e d ic a t io n  with which 
the romance is  norm ally  headed, the romance might appear to be 
c y n e g e t ic  l ik e  the o t h e r s .  The o n ly  major d i f f e r e n c e  to be 
found in  the nature o f  the huntress  as d e p ic te d  by Góngora i s  
her g re a t ly  guarded and prized  c h a s t i t y .  The p o e t 's  a t t i t u d e  
towards her i s ,  however, t o t a l l y  a l t e r e d  from that o f  the 
prev ious  two romances. D aliso  in  'A qu í en tre  la verde ju n c ia '  
ch id es  the huntress f o r  her d is d a i n f u l  behaviour . In ' F rescos  
a i r e c i l l o s '  he sends a messenger to  plead h is  cause in  s p i t e  
o f  her i n d i f f e r e n c e .  In 'M o r is t e ,  Ninfa B e l la '  in  s p i t e  o f  
her p u r ity ,  i t  i s  n o t  the fa u l t  o f  the cazadora that she i s  
now u natta inab le .  Although h is  d e s i r e  has been com plete ly  
confounded, D aliso  shows a sad reverence  towards her and a 
very g rea t  re sp ect  f o r  her c lo s e ly -g u a r d e d  c h a s t i t y .  In t h i s ,  
'M o r is te ,  Ninfa 3 e l l a '  i s  unique. I t  i s  the on ly  romance 
fúnebre w ritten  by Góngora, and in  using the d e i t i e s ,  ch a ra c ­
te rs  and s e n s i t i v i t y  o f  the p a s to r a l  here, he has crea ted  a 
miniature eclogue in  the mode o f  G a r c i la s o 's  Égloga I .
*  *  *  * *
Two fu rther  examples o f  the f i g u r e  o f  the huntress appear 
in  romances p i s c a t o r i o s  -  a q u a s i -p a s t o r a l  form o f  which 
Góngora was an o r i g i n a t o r .  The com plaints  o f  two fishermen 
over  the huntress appear to f o l l o w  d i r e c t l y  on from one another,
immortal, as that o f  a nun would be. D ed icated  to the nun 
Doña Luisa de Cardona, the l i n e s  o f  the poem g iv e  no d i r e c t  
c lu e  to her i d e n t i t y  u n t i l  the f i n a l  e l e g i a c  qu atra in :
" . . .M em or ia  soy de un Sol
que e l  Turia fue  su o r i e n t e ,
y su o c c id e n t e  e l  T a jo :
d i l o  de gente en g e n t e . "  11 .81 -84 .
Without th is  f i n a l  re fe re n ce  and the d e d i c a t i o n  with which 
the romance i s  norm ally  headed, the romance might appear to be 
c y n e g e t ic  l ik e  the o th e r s .  The on ly  major d i f f e r e n c e  to be 
found in  the nature o f  the huntress  as d e p ic t e d  by Góngora i s  
her g r e a t ly  guarded and p r ized  c h a s t i t y .  The p o e t 's  a t t i tu d e  
towards her i s ,  however, t o t a l l y  a l t e r e d  from that o f  the 
prev ious  two romances. D a l iso  in  'A q u í  e n t r e  la verde ju n c ia '  
ch id es  the huntress f o r  her d is d a in f u l  b eh a v iou r .  In ' Frescos 
a i r e c i l l o s '  he sends a messenger to plead h i s  cause in  s p i t e  
o f  her i n d i f f e r e n c e .  In 'M o r i s t e ,  Ninfa B e l l a '  in  s p i t e  o f  
her p u r ity ,  i t  i s  n o t  the f a u l t  o f  the cazadora  that she i s  
now u n a tta in a b le .  Although h is  d e s ir e  has been com plete ly  
confounded, D a l iso  shows a sad reverence  towards her and a 
very g re a t  r e s p e c t  f o r  her c lo s e ly -g u a r d e d  c h a s t i t y .  In th is ,  
'M o r is te ,  Ninfa 3 e l l a '  i s  unique. I t  i s  the on ly  romance 
fúnebre w r i t te n  by Góngora, and in  using the d e i t i e s ,  charac­
te rs  and s e n s i t i v i t y  o f  the p a s to ra l  h ere ,  he has created  a 
miniature e c logu e  in  the mode o f  G a r c i la s o ' s  Égloga I .
*  *  *  *  *
Two fu r th e r  examples o f  the f ig u r e  o f  the huntress appear 
in  romances p i s c a t o r i o s  -  a q u a s i -p a s t o r a l  form o f  which 
Góngora was an o r i g i n a t o r .  The com plaints  o f  two fishermen 
over the huntress appear to f o l l o w  d i r e c t l y  on from one another,
2 9 0
2 9 1
although some sch o lars  doubt the accuracy  o f  the f i r s t  o f  
these . Both 'Las aguas de C arr i6 n' (number 45) o f  1599 and 
' Sobre unas a l t a s  r o ca s '  (number 46) o f  1600 g iv e  a ra ther 
d i f f e r e n t  p ic tu re  o f  the cazadora to the one a lre a d y  seen in 
'M o r i s t e ,  Kinfa B e l l a ' .  In the f i v e  in te rv en in g  years  she has 
receded in to  the d is ta n ce  to become an id e a l  ra th e r  than an 
in d iv id u a l  known to the p o e t / pescador . The emphasis on her 
c h a s t i t y  has a l s o  been g r e a t l y  re la xed ,  and the a d m ire r 's  r o le  
has a l t e r e d  f o r  he no lo n g e r  pursues h er .  The fisherman on ly  
stands and watches the a p p a r i t i o n  pass be fo re  h is  e y es :
Vio la n in fa  mas hermosa
que d io  a l  a i r e  rubias trenzas
que en e l  c o r o  de Diana,
que bajaba de las se lvas
tras  un c o r c i l l o  h er id o ,
que de b ie n  f  lechando vuela ,
porque en la  fuga son a las
las  que en la  muerte son f l e c h a s .
number 45 , 11 .11 -19 .
The p o e t ' s  stance i s  a l s o  changed; no longer i s  the com plaint 
h is  own but one on ly  rep or ted  by him:
un pescador e x t r a n je r o  Sobre unas a l t a s  r o ca s ,
en  un b a r q u i l l o . . .  ...................................................
. . . . . . . . . . . . . . . . . . . . . .  aquel p e s c a d o r c i l l o ,
iOh, qué b ien  l l o r a ' .  ............ ......................................
?Oh, cómo se lamenta'. /Oh, cómo se lamenta'.
(number 45, 1 1 .5 -6 ,  (number 46, 1 1 .1 ,  5, 9 . ) .
9 - 1 0 . )
In  these two short romances the ph ys ica l  appearance o f  
the cazadora  is  l i t t l e  changed from that o f  e a r l i e r .  She is  
s t i l l  ' la  mas herm osa/ninfa  b e l l a '  and her beauty i s  even more 
l ik e  th a t  o f  the Petrarchan id ea l  than p r e v io u s ly .  Her h a ir  
i s  b lond  and f low ing  ( ' d i o  a l  a ir e  rubias t r e n z a s ' )  and her 
eyes a r e  the instruments o f  her f a t a l  charm because o f  th e ir
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beauty and th e ir  d i s d a in f u l  e x p r e s s io n :
Más despedían sus o j o s  
que trae su a l ja b a  sa e ta s ,  
y tanto más ponzoñosas 
cuanto es  más desdén que h ie rb a .
number 45, 1 1 .2 5 -2 8 .
She i s  s t i l l  the ’ d u lce  eneraiga' o f  the Petrarchan t r a d i t i o n ,  
with a hard h ea r t :
"¿Hasta cuándo, enemiga, 
com petirá  en dureza 
tu duro corazón
con las más duras p i e d r a s ? . . . " number 46, 
1 1 .1 9 -2 2 .
In f a c t  a year has passed between the two p o e t i c  m onologues:
"Hoy hace, in g r a ta ,  un año 
que huyendo l i g e r a ,  
no te conoce  e l  s u e lo ,  
y a trás  e l  a i r e  d e ja s ;  
hoy hace un año, in g ra ta ,  
que e l  mar, como por  pena 
de que tú no la s  p i s a s ,
azo ta  e s ta s  r i b e r a s . "  number 46, 1 1 .2 8 -3 5 .
The s i t u a t i o n  i s  unchanging. The huntress has remained con sta n t  
in  her a t t i t u d e  towards her s u i t o r s  so fa r  throughout G ongora 's  
romances ov e r  a p er iod  o f  f i f t e e n  y ea rs ,  immutable whether she 
i s  a nymph in  her c l a s s i c a l  r o l e  ' en e l  co ro  de D iana ,/que  
bajaba de las  s e l v a s / t r a s  un c o r c i l l o  h e r id o '  o r  the f i e r c e  
serrana who su rp r ises  the u nsuspecting  male ' cuando se v i o  
s a lt e a d o  de la cazadora b e l l a ' .
it :V it it it
There f o l lo w s  a n o t i c e a b l e  change in  Gfingora's d e p i c t i o n  
o f  the cazadora b e l la  from these extrem ely  id e a l iz e d  c r e a t u r e s .  
From 1607 onwards, with few e x c e p t io n s ,  the cazadora becomes
fa r  more r e f in e d .  This i s  p r im a r i ly  due to the c ircum stances
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under which Góngora was w r i t in g .  During the years o f  1606 and 
1607 Góngora became c l o s e l y  a ttached  to the Marqués de Ayamonte 
and wrote many com posit ions  to c e le b r a t e  cu rren t  ev en ts .  The 
Marqués and a l l  o f  h is  fam ily  were keen hunters and fisherm en, 
and in  A p r i l  1607 Góngora accompanied them to th e ir  fa v o u r i t e  
e s ta t e  f o r  hunting a t  Lepe. One o f  these com p os it ion s ,  the 
romance 'Donde esclarecidam ente* (number 5 7 ) ,  was ded ica ted  
to  the Marquesa, Doña C atalina de la  Cerda, h e r s e l f  a keen 
hun tress , and her  daughter Doña 3rianda . This romance d i f f e r s  
from those preced in g  i t ,  n o t  on ly  because i t  c e le b r a t e s  'd o s  
términos de b e l d a d ' , but because o f  i t s  a r i s t o c r a t i c  t o n a l i t y .  
As a eu logy  to  two lad ies  the poem resumes the d e s c r ip t io n  o f
the huntress as  d e i t y ,  unequalled by m orta ls ,  but here in
. . . _ 21 d u p l ica  te :
£1  uno es la  blanca Nais,
e l  o t r o  la  rubia C lo r i s ,
cuyas f r e n te s  de jazm ines
son auroras de sus S o le s ;
deidades ambas d iv in a s ,
veneradas en los  bosques,
en tantos templos de amor
cuantos son lo s  ca za d o re s .  11 .9 -16 .
A d iv in e  f i g u r e  again , she i s  here worshipped by hunters and 
fishermen sim ultaneously :
Aras son devotas suyas 
cuantos en b a r q u i l l o s  pobres 
o las redes o lo s  remos 
en e l  Océano esconden. 11.17-20
but the poet h im se l f  r e t r e a t s  from any person a l r e la t io n s h ip  
with her .
This romance ven ator io  (as  are a l s o  >^ et to fee UUdiect )
i s  w r it ten  in  d e s c r ip t iv e  ra th er  than l y r i c a l  s t y l e .  These
two a l o o f ,  y e t  e x c e l l e n t ,  huntresses  are  f u l l y  d e s c r ib e d .
Deaf to the s ighs  o f  th e ir  adoring  f o l l o w e r s ,  they hunt the 
d eer ,  and wherever they tread , f low ers  s p r in g  up * v «>\ixnaatn 
feu-iKjio-ciad fe e t  . In a s im ila r  fa sh io n ,  p e a r l s  f i l l  the sea 
w hile  they bathe:
Si a l  campo e l  c r i s t a l  ca lz a d o
v i s t e  de v a r io s  c o l o r e s ,
e l  nácar desnudo a l  mar
p e r la s  da que le  coronen , 11 .41 -44 .
They ca rry  t h e i r  bows, ' i lu s t r a n d o  con d os  lu n a s / la s  t i n i e b l a s  
de la n o c h e , '  -  two s i l v e r  a r c s  l i g h t in g  up the n ig h t  l i k e  the 
bows o f  t h e i r  eyebrows d e f in in g  t h e i r  sh in in g  eyes , o r  two
s i l v e r  c r e s c e n t  moons, one r e f l e c t e d  back in  water a t  i t s e l f ,
22the o r i g i n a l  and i t s  l ik e n e s s ,  mother and daughter.
Another hunting poem o f  s im ila r  te n o r  i s  'Con su querida
A m a r il is '  (number 3 5 ) ,  w r i t te n  in 1620, and headed in  the
Hoces e d i t i o n  with the epigraph 'A  don A nton io  Ponce de León
y Chacón, señor de la  v i l l a  de P o lvoranca , yendo a Colmenar,
muy amigo de don L u is ,  y no acabo e s te  rom a n ce ' . A e u l o g i s t i c
w o r d -p o r t r a i t  o f  a patron with h is  w i fe  had been used e a r l i e r
by Góngora f o r  the Marquesa o f  Ayamonte in  the décima
23'P in ta d o  he v i s t o  a l  Amor' (1 6 0 7 ) .  'C on  su querida A m a r il is '  
repeats  the techn ique , s im i la r ly  p a r a l l e l i n g  hunter and hun­
t r e s s  throughout. A m a r il is ,  a name taken from V e r g i l ' s  
E clogues s ig n i f y in g  beauty, i s  d e sc r ib e d  as ' t a n  b e l l a  como 
d iv in a '  in  harmony with Danteo who i s  ' t a n  c u l t o  como g a l á n ' .  
Hot a v ir g in -h u n t r e s s  l ik e  Diana who had no prominent male 
partner , t h is  'hermosa deidad ' i s  more l i k e  Diana Nemorensis, 
a huntress and cu lt -w orsh ip p ed  d e i t y  who was a ls o  goddess o f  
nature and f e r t i l i t y  and sometimes accompanied by a male
294
2 9 5
companion, V ir b iu s .  A m a r il is '  fu n c t io n  as a f e r t i l i t y  and 
regen era tion  f ig u r e  i s  here apparent in  the l in e s
Agradecida A m a r i l is ,  
f l o r e s  las  a b e ja s  más 
deberán a su coturno
que a l  n o v i l l o  c e l e s t i a l .  11 .34 -38 .
As in  the décima to the Marquesa de Ayamonte, i t  i s  the male 
who w ields  a lance or  spear w h i l s t  she c a r r i e s  bow and arrows 
l ik e  the ' f a r - s h o o t i n g  goddess who d e l i g h t s  in a r r o w s ' S h e  
proves to be an expert  l ik e  her  p artn er  with her weapons:
Obediencia ju ra  a l  monte 
a l  venablo  d e l  za g a l ,  
y a las f l e c h a s  de la  n in fa ,  
que aún vuelan en e l  c a r c a j .
. . . a  la b e l la  montaraz un
un co rzo  expondrá en la forma,
y en la fuga un vendaval. 11 .21 -24 , 30-32.
One o th er  c o u r t ly  huntress appears with a male counterpart  in
Gfingora's romances. Once again  more d e s c r ip t iv e  than l y r i c a l ,
number 77, ' Ojos eran f u g i t i v o s ' , i s  a romance in  which the
poet looks on on ly  in  adm iration  and p ra ise  f o r  the c o u p le .
The d e p ic t i o n  o f  the huntress i s  c e n t r a l  to the romance, but
as a s t r a ig h t  d e s c r ip t iv e  passage i t  c o n tra s ts  GSngora's usual
method (up to th is  p o in t )  o f  m entioning each a t t r ib u t e  a t
25in t e r v a l s .  La d iv ina  Sirene i s :
arco  f a t a l  de la s  f i e r a s ,  
arpén du lce  de la s  gentes . 
Armada e l  hombro de plumas, 
C in tia  por la s  que suspende, 
Cupido por las  que bate 
a la am bición, . . .
• . .p isando
inclem encias  de d ic iem bre , 
treguas h izo  su coturno 
entre  la  n iev e  y la n iev e ,
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c o r c i l l o  no de la s  s e lv a s ,  
s ino  d e l  v i e n t o  más leve  
h i j o  v e lo z ,  de su a l j a b a ,  
dos o tres  a la s  desm iente.
S íg u e lo ,  y en  vez de cuantas 
a lo s  copos más r e c ie n t e s  
b lancas h u e l la s  le s  negá,
b lancos  l i l i o s  le s  con ced e .  11 .35 -40 ,  4 1 -4 8 .
G6 ngora s k i l f u l l y  a d ju s ts  what would o th erw ise  have become a 
commonplace, g iv in g  a w inter  ra th e r  than a springtim e land­
scape , so that the lea ther  o f  her buskin comes between the 
snow and the snowy w hiteness o f  her f o o t ,  which th e r e fo r e  
leaves  on ly  the purest o f  w h ite  f lo w e rs  in  i t s  track  -  'b la n c o s
l i l i o s '  -  suggesting  a t  the same time the c h a s t i t y  and in n o -  
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cen ce  o f  the g i r l .  In s p i t e  o f  th is  su b t le  touch, Janmes says 
th a t  th is  h u n t r e s s : ^
n 'e s t  plus la  v iv a n te  in ca rn a t io n  de Diane 
( c ' e s t  d ' a i l l e u r s  a Venus que la compare 
1 ' auteur)
but I do not  think he i s  c o r r e c t  in  th is  statem ent. C e r ta in ly  
her  beauty may r i v a l  that o f  the goddess o f  lo v e ,  but her 
a c t i v i t i e s ,  her d ress  and h er  demeanour are a l l  more than 
c l e a r l y  those o f  Diana. A l s o ,  why Cupid should wish to goad 
h i s  mother in to  a staged d eer  hunt i s  not  e l u c i d a t e d •by 
Janmes. ^
The huntsman o f  th is  poem a ls o  d i f f e r s  from h is  p re d e ce s ­
s o r s ,  n o t  on ly  by h is  t o t a l  la c k  o f  involvem ent in  the s cen e  
(h e  i s  merely an o n look er )  bu t  a ls o  by h is  s t y l e  o f  d ress  and
method o f  hunting. He is  d e p ic t e d  as a seven teen th -cen tu ry
2sSpanish dandy, with sparrowhawk and steeds
Joven Coronado en ton ces ,  
no s in  e s p le n d o r ,  las  s ie n e s ,
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de l o s  trémulos d espo jos
de un vo lado  m art inete ,
cebando estaba a las  o r la s
de un estanque transparente
su bah ar í ,  que hambriento
p icaba  las  c a s c a b e le s .  11 .53 -60 .
Jammes suggests  that Góngora wrote th is  romance 'p o u r  c é l é b r e r  
un b r i l l a n t  mariage ou de b r i l l a n t e s  f i a n ç a i l l e s  e t  q u 'a  c e t t e  
o c c a s io n  Góngora s ' e s t  p lu  à évoquer, en l ' e n j o l i v a n t  sans 
doute beaucoup, la première rencontre  des é p o u x ' . The two 
young hunters o f  t h i s  romance seem a su ited  co u p le .  She i s  
likened to the fem inine moon and a ls o  to the sun. He i s  her 
p e r f e c t  partner . His sparrowhawk stands f o r  prudence, m anli­
ness and bravery , and was the b ird  d ed ica ted  to A p o l lo  and to 
the sun.
Jammes co n s id e rs  th is  to  be the u lt im ate  m a n ife s ta t ion
the romance v e n a to r io  (a l though  X have a lready  in d ica te d  a
la t e r  example o f  the huntress f ig u r e  in  'Con su querida
A m a r il is '  and I s h a l l  d is cu s s  one fu rth er  example) and indeed
th is  i s  one o f  the most reformed images o f  the cazadora in
Góngora 's romances. Even the in tro d u c t io n  to the ch a ra cte rs
30i s  unusual here , a lthough  i t  i s  not q u ite  unique. Long 
in t r o d u c t io n s  are a l s o  to be found in  'F r e s c o s  a i r e c i l l o s '  
(number 29) and 'P o r  la s  fa ld a s  de A t la n te '  (number 3 3 ) .
The f i n a l  romance to c o n ta in  an a r i s t o c r a t i c  cazadora is  
'L o s  montes que e l  p ie  se lavan ' (number 5 9 ) ,  w r it ten  in  1609. 
Probably w r itten  f o r  a young Toledan c o u r t i e r ,  i t  i s  g re a t ly  
r e f in e d ,  although very  d i f f e r e n t  to the two romances la s t  
examined in  i t s  p or tra y a l  o f  the c h a r a c te r s .  Unlike the le s s
dynamic huntress f i g u r e s  o f  the two la t e r  romances (numbers 77
31and 35) Jammes notes  how here she is
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to u jo u r s  la même ch a sse re sse  qui f u i t  
devant son amant désesp éré ,  s i  b e l l e  que 
l e s  f l e u r s  n a is se n t  sous ses p a s , . . . e t  
s i  r a p id e ,  avec ses cothurnes  d ' o r ,  que 
sue le  l a  v o ix  de son amant e s s o u f f l é  
peut l ' a t t e i n d r e .
I t  must be made c l e a r  that  Góngora i s  not m erely  d u p l i ­
c a t in g  the h un tress  f ig u r e  from h is  e a r l i e s t  romances vena­
t o r i o s . N e v e r th e le ss ,  he does return  to a more con v e n t io n a l  
use o f  the lo v e - c h a s e  as found in  t r a d i t i o n a l  p o e t r y ,  and to 
a f a r  more sym b o l ic  r e p re s e n ta t io n  o f  the cazadora . As the 
handsome hunter p i c k s  h is  way through the mountain f o r e s t s :
La luz le  o f r e c i ó  una Ninfa, 
que en duda pone a lo s  c e r r o s ,  
a cu á l se deban sus rayos ,  
a l  Sol o a sus o j o s  b e l l o s .
De tres  a rcos  v ien e  armada, 
e l  uno con tra  lo s  c i e r v o s ,  
c o n t r a  lo s  hombres lo s  dos,
b la n co  e l  uno, lo s  dos n eg ros .  1 1 .2 1 -2 5 .
Her beauty i s  th a t  o f  the Petrarchan id e a l ,  o r  o f  Artemis/Diana 
h e r s e l f ;  c a r r y in g  her s i l v e r  o r  iv o ry  bow and b r in g in g  about 
the sym bolic  d ea th s  o f  men with her b e a u t i f u l  gaze , emphasized 
by the curv ing  b l a c k  bows o f  her  eyebrows. She i s  a f a r  b e t t e r  
r e p re se n ta t iv e  o f  the c l a s s i c a l  p i c t u r e  o f  A rtem is/Diana than 
any o th er  hun tress  y e t  d esc r ib e d  by Góngora, with her  three 
bows and her hunting  dog a t  her  s id e ,  the f i r s t  time we have 
seen her with t h i s  companion in  G óngora 's romances. She is  
shod in  golden  buskin^^ind f l e e s  as s w i f t l y  as i f  she wears 
wings on her h e e l s  when her c h a s t i t y  i s  threatened :
De un cordón a t r a i l l a d o
un d i l i g e n t e  sabueso,
e l  la s ig u e ,  ambos c a lz a d o s ,
e l l a  plumas y é l  d e se o s .  11 .2 9 -3 0 ,  35 -36.
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The e s t r i b i l l o  o f  the romance i s  c l e a r l y  designed  to emphasize 
not  o n ly  the d e s i r e  o f  the young huntsman, but a ls o  to r e i t e r a t e  
the f a c t  o f  her e x c e s s iv e  speed in  f l i g h t  from her pursuer, who 
c a l l s  o u t :
" ¡O h , cobarde hermosural
-  d i c e  e l  garzSn, s in  a l i e n t o  - ,
no huyas de un hombre mas
que sabes h u ir  d e l  t iem p o ."  11 .49-52 .
The a l l u s i o n  must again  be to Atalanta ( s e e  romance number 29 ) .  
She does n ot  f l e e  to  preserve  her c h a s t i t y  f o r  i t s e l f  ( ’ casta  
herm osura ') but f o r  fe a r  ( ' c o b a r d e  h erm osura ') .  S im ilar ly  
Atalanta avoided marriage f o r  fe a r  o f  her adverse  f a t e .  Like 
Atalanta too ,  she i s  a s u p er io r  runner, f l e e i n g  as s w i f t l y  as 
time i t s e l f  p a sse s .
Of a l l  Gongora 's  h untresses , here i s  shown perhaps the 
most complete in  terms o f  her e v o lu t io n  w ith in  the romances 
a lo n e .  Later p o r t r a i t s  o f  her are l e s s  c o n v in c in g ,  and are in  
any case  w r it ten  o n ly  f o r  f l a t t e r y  o f  s p e c i f i c  c o u r t i e r s .
'L os  montes que e l  p ie  se lavan' bears no ev iden ce  o f  a s p e c i f i c  
in s p ir a t io n  and the symbolic  nature o f  the cazadora in  th is  
romance den ies  any p o s s ib le  i d e n t i f i c a t i o n  o f  one woman. The 
romance moves w ith  an almost c l a s s i c a l  grace  and ease, y e t  the 
n in fa  i s  not the c l a s s i c a l  v i r g in -g o d d e s s .  She i s  a human 
be ing , a Spanish g i r l  who in h a b its  the h i l l s  above the Tagus 
p la in .  The n a r r a t iv e  fo l lo w s  the t r a d i t i o n a l  pattern  o f  the 
romance v i e j o ; the young huntsman f in d s  a b e a u t i fu l  g i r l  in 
p lace  o f  the w i ld  beasts  he intended to hunt. The wandering 
o f  a n ig h t  and a day in to  the bosom o f  the mountain suggests 
the supernatural element found in  many f o l k t a l e s  and b a l la d s :
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Escalando la nontana, 
y penetrando sus senos, 
le  d e jo  la b lanca  Luna
y le  h a l l 6 e l  lu c ie n t e  F eb o .  11 .1 3 -1 6 .
Y et  the tone o f  the poem i s ,  as was f i r s t  n o te d ,  s u r p r is in g ly  
c o u r t l y ,  and the a c t i o n  o f  the huntress , th e  turning o f  her 
h e a d :
V olv iendo lo s  o j o s  e l l a
por f l e c h a r l e  mas e l  p ech o ,  11.53-54
i s  a s u b t le  Petrarchan g es tu re ,  o r  the f l i r t a t i o u s  g lan ce  o f  
a c o q u e t t e .
I t  i s  in  th is  romance that Gongora a g a in  c re a te s  a syn­
t h e s i s  and su bt le  ba lan ce  between t r a d i t i o n a l ,  c l a s s i c a l  and 
c o u r t l y  e lem ents. I t  seems that  he i s  o n ly  ab le  to do th is  by 
an e x c lu s i o n  o f  p erson a l r e fe r e n c e .  Once b io g r a p h ic a l  elements 
a re  a l low ed  to e n te r  these romances they become more a r t i f i c i a l  
and, to an ex ten t ,  l e s s  charming.
*  *  *  -.v *
One more huntress appears in  the rom ances, and she i s  
p rob a b ly  the most unusual o f  them. In ' P o r  las  fa ld a s  de 
A t la n t e '  (number 83, 1620) a long in t r o d u c to r y  d e s c r ip t io n  o f
the f l o w in g  o f  l i f e - g i v i n g  water (a s  in  number 77) leads us to
33a p oo l  where Xarifa  i s  bath ing :
. . . C i n t i a  a f r i c a n a ,  
que a b s u e lto  e l  hombro d e l  a r c o ,  
en la s  terraas de su abuelo 
e l  sudor depone c a s t o .  1 1 .2 1 -2 4 .
The i d e n t i f i c a t i o n  o f  th is  i loor ish  lady w ith  Diana the huntress 
i s  u n eq u ivoca l .  Diana, b o m  on Hount Cynthus, was a l s o  c a l l e d  
C ynth ia . X arifa  has d iscard ed  her bow to bathe in a p oo l
which i s  fed  by a stream o f  warm w aters, and i s  attended  by 
her nymphs (h ere  represented  by C e lin d a ) ,  j u s t  as Diana would 
be a t  her  bath in  the v a l l e y  o f  Gargaphie. She has been 
hunting and now bathes to wash away the ' sudor c a s t o '  o f  her 
e x e r t i o n s .  This phrase i s  n o t  meant to emphasize her  c h a s t i t y  
any more than to su ggest  that  her e x e r t io n s  were o f  an inno­
cen t  n a tu re .  Her c h a ra c te r  i s  l i t t l e  d i f f e r e n t  from that o f  
Diana. She remains a l o o f  and c r u e l ;  a look  can k i l l  as e a s i l y  
as her arrow s ;
Si ig n o r á is ,  c r u e l ,
cuantas deben hoy
vu estro  mirar almas,
f i e r a s  vu estro  arpón, 1 1 .5 9 -6 2 .
but th ere  is an in t im a tion  o f  something more. She i s  not in
f l i g h t  o r  hunting. In stead , she i s  a t  r e s t ,  and the re laxed
beauty and voluptuousness o f  the huntress, her r ip en ess  f o r  
34lo v e ,  i s  paramount as she bathes her smooth s k in :
. . . s e  baña
y se compiten lo  b lan co ,
y aun se desmienten lo  te r so ,
sus miembros y e l  a la b a s t r o .  11 .25 -2S .
The e r o t i c  nature o f  the huntress f i g u r e  i s  probably
c l e a r e r  in  th is  romance than in  any o f  the o th e r s ,  and the
darker-sk inned  woman, as in  ' Servia  en Oran a l  rey '  seems to
35
possess  a more natu ra l s e n s u a l i t y .
This i s  the most voluptuous o f  a l l  the huntresses  in  the 
romances, although her blonde s i s t e r s  a ls o  convey an inh eren t  
fe c u n d ity  in  th e ir  a b i l i t y  to  cause f low ers  to spr in g  up 
beneath th e ir  Feet, in  s p i t e  o f  th e ir  shy r e t r e a t  from rnascu-
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l in e  a t t e n t io n s
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What then does the huntress s i g n i f y  f o r  Góngora? Her r o l e  
seems somewhat p a r a d o x ic a l .  She i s ,  in  the la t e r  c o u r t ly  
romances v e n a t o r i o s , l i t t l e  more than a v ig n e t t e  o f  the la d ie s  
known to  him. In f a c t  Jammes comments that from 1Ó07 onwards:
On peut d i r e  q u ' i c i  la p o é s i e  cynégétique 
change de n a ture : les  images qui semblaient 
n 'a v o i r  eu ju s q u 'a l o r s  qu 'une  s i g n i f i c a t i o n  
symbolique sont maintenant e x p lo i t é e s  pour 
leu r  v a le u r  p it to re sq u e  c o n c r è t e .  La 
"m onter ía "  c e s s e  d ' ê t r e  une chasse d'amour ^5 
pour d e v e n ir  une v é r i t a b l e  chasse à c o u r r e , . . .
Yet the poetry  from that  p er iod  i s  n o t  t o t a l l y  unrewarding as 
' Los montes que e l  p ie  se lavan' o f  1609 proves , in  s p i t e  o f  
the h u n t r e s s 's  decreased  sym bolic  r o l e .
For the e a r l i e r  romances, f o r  the f ig u r e  o f  the cazadora 
in  g e n e ra l ,  even, h er  sym bolic  n a tu re  i s  o f  the g re a te s t  
im portance . In s p i t e  o f  the i n e v i t a b l e  b io g ra p h ica l  arguments 
over  Doña Luisa de Cardona, Doña C ata lina  de la Cerda and 
o th ers  known o r  o th e rw ise ,  the hun tress  emerges as a u n iv e r s a l ly  
sym bolic  f i g u r e  -  the embodiment o f  woman in  a l l  her gu ises  and 
r o l e s ,  from fecund earth-m other to  innocent v i r g i n .  She en joys  
both a s p i r i t u a l  and an e r o t i c  nature  sim ultaneously . Lieturn­
ing to the monja cazadora o f  romance number 40, i t  might be 
asked why Góngora should choose such an unusual f ig u re  to 
p ra ise  a woman with whom he was a l l e g e d l y  in  lov e .  I t  must be 
remembered above a l l  that not on ly  was Luisa de Cardona a nun, 
Góngora h im se l f  had taken ho ly  o r d e r s ,  and both were th e re fo re  
sworn to c e l i b a c y .  I t  i s  b la t a n t ly  c le a r  that the e x p l i c i t  
re p re s e n ta t io n  o f  s e n s u a l i t y  was n o t  avoided by Góngora in 
h is  p o e try ,  y e t  an o b s e s s io n  with i t  would be suspected by h is  
peers and s u p e r io r s .  T here fore , to  deal d e l i c a t e l y  with such
1m atters ,  h is  id e a l  woman would be n e c e s s a r i l y  ch aste  in  o rd er
to  match both  her and h is  own s o c i a l  s t a t u s .  T h e o r e t i c a l ly ,
f o r  a r e l i g i o u s  man, the id e a l  woman ought to be the bother
o f  God, H e rs e l f  a V irg in ,  but to  compare anyone to Her in
poetry  would be unwise f o r  th rea t  o f  censure  and a c c u s a t io n  o f
pro fan ing  Her. T herefore  some o th er  i d e a l ,  v i r g i n a l  f i g u r e
had to be found to represent t h is  e t e r n a l  woman. As Jammes 
37s a y s :
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. . . p o u r  Gongora e t  pour ses  contem porains, 
la  ch a sté té  prend presque in év ita b lem en t  
l 'a p p a ren ce  d 'une c h a s s e r e s s e ;  la  r a p id i t é  
de sa course  ne f a i t  que m a t é r ia l i s e r  
1 ' im p o s s ib i l i t é  où sont le s  hommes 
d 'a t t e in d r e  la  femme i n a c c e s s i b l e .
The idea  o f  the V irg in  ilary as a huntress in  her  own 
r ig h t  need not  be so fa r - f e t c h e d  e i t h e r  i f  one f o l l o w s  a 
l o g i c a l  l i n e  o f  a s s o c i a t i o n s .  Diana was moon goddess and the 
V irg in  H e rs e l f  was a sso c ia te d  with the moon in  b i b l i c a l  l o r e ,  
as  the c r e s c e n t  moon represented  p erp e tu a l  c h a s t i t y  f o r  both  
C h r is t ia n s  and pagans a l i k e .  In the C a n t ic le s  and in  
R eve la t ion  she appears as 'E l e c t a  ut s o l ,  pulchra u t  lu n a ' , 
a woman c lo t h e d  with the sun, having the moon under Her f e e t  
and on Her head a crown o f  twelve s t a r s .  A r t i s t s  contemporaiy 
w ith  Gongora d ep ic ted  Her as such, m ost n o ta b le  examples 
being  the pa in t ings  o f  i i u r i l l o ,  o r  V e lazqu ez ’ s 'La Concepcion 
Inm aculada '.
I t  should be noted that the f e a s t  o f  the mother goddess 
Diana Hemorensis (13 August) in  the H idd le  Ages became con­
verted  to the f e a s t  o f  the Assumption o f  the Dlessed V irg in  
(15  A ugust) . Gongora uses the a s s o c i a t i o n  o f  the V irg in  and 
the moon in  the romance a l  nacim iento  ' iCuantos s i l b o s ,
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cuántas vo ce s ' . '  (number 79, 1620):
-  Uno, ay , n iñ o ,  que su cuna
lo s  b razos  son de la L un a .. .  11 .1 0 -1 1 .
Here the V irg in  i s  a s s o c i a t e d  with c h i l d b i r t h .  Diana was a ls o  
the goddess o f  c h i l d b i r t h  and the young came under her  p ro te c ­
t i o n .  As such the huntress  i s  a l s o  a maternal f i g u r e  -  woman 
as the c r e a t r e s s  and p re s e rv e r  o f  l i f e ,  and thus c h a s t i t y  and 
vo luptuousness  go hand in  hand. This f e r t i l i t y  i s  m an ifested  
in  G óngora 's huntress by the in s i s t e n t  m o t i f  o f  f lo w e rs  
s p r in g in g  up beneath her f e e t .  Her beauty and a t t r ib u t e s  in  
such ca se s  approach those o f  Venus, Primavera o r  F lo r a .
The o p p o s i t e  s id e  o f  the cazadora ' s nature a ls o  c e n tre s  
around the n o t io n  o f  her c h a s t i t y .  This can be c o n s id e ra b ly  
more a g g r e s s iv e ,  as v;e have seen in  her fe r o c i o u s  p u rsu it  o f  
the w ild  beasts  and her determined f l i g h t  from her s u i t o r s .
In t h is  i n s i s t e n t  avo idan ce  o f  men she i s  the d e s t r u c t r e s s ,  
she who br in gs  about the deaths o f  men by wounding them with 
the arrows o f  her p i e r c i n g  g lance  w h i ls t  remaining in a c c e s ­
s i b l e  to the d e s ir e s  she i n c i t e s .  In th is  she a lso  can be 
seen as the f ig u r e  o f  A ta lanta  who d e l i b e r a t e ly  causes the 
deaths o f  men, u n d e r l in in g  again her c r u e l ty  and ru th le s s n e s s .  
As the huntress who f l e e s  she represents  beauty a t  i t s  most 
f l e e t i n g ,  the p o sse ss io n  o f  which i s  c r u e l l y  denied a l l  men.
In th is  she combines both  the s p i r i t u a l  and the sen su a l.
F in a l ly ,  when the huntress  appears as Diana tak ing  her 
bath, she represen ts  e r o t i c  .and voluptuous womanhood, the 
most sensuous s id e  o f  her  nature which i n c i t e s  passion  in 
men, y e t  emphasizes death and m o r t a l i t y  o f  the f l e s h .  Those
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who dared to gaze on the naked Diana were always m e r c i le s s ly  
d es troy ed .
*  *  *  *  *
For Gbngora, as f o r  c o u n t le s s  o th er  p o e t s ,  the huntress 
i s  the supreme example o f  womanhood in  a l l  i t s  a s p e c t s .  The
E nglish  poet  Skelton (1460? -  1529) a ls o  saw her as a t r i p l e
, . 38g o d d e ss :
Diana in  the woddis grene 
Luna that so bryght doth shene 
P roserp ina  in  h e l l .
. . . a  u n iversa l  symbol. G ón gora 's con stan t re tu rn  to the same
images and aspects  i s ,  I  th ink , sound p roo f  o f  a l l  t h i s .
Jamnes i s  bold enough to su ggest  that the repeated  appearance
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or the huntress f ig u r e  c o n v e r ts  i t  in to  a complacent c l i c h e .  
However, the above d is c u s s i o n  shows that w ith  so much v a r ia t io n  
among the r e p re s e n ta t io n s ,  in  s p i t e  o f  t h e i r  symbolic s im i la r ­
i t i e s ,  th is  can hardly  be a ccep ted  (e x c e p t  perhaps in  the 
case  o f  one o r  two o f  the c o u r t ly  poems), p a r t i c u l a r ly  because 
Gongora has added a fu r t h e r  element to h is  hun tress .  This 
elem ent, which seems to have no precedent a t  a l l ,  fr e q u e n t ly  
p o in ts  ou t  q u ite  c o n s id e r a b le  equ iva len ces  between the huntress 
and the l i t t l e  god o f  l o v e ,  a matter which I  sh a l l  d is c u s s  in  
the remainder o f  th is  ch a p te r .
2 : CU PID , THE GOD OF LOVE
Approximately h a l f  o f  the romances con ta in  some r e fe re n ce  to 
the m y th o lo g ica l  f i g u r e  o f  Amor o r  Cupid in  one form or  
an other . Before I beg in  to examine the d i f f e r e n t  forms and 
treatments o f  the f i g u r e  used by Gfingora, I  w i l l  f i r s t  look  
a t  the o r i g i n s  and e a r l i e r  appearances in  l i t e r a t u r e  s in ce  
c l a s s i c a l  times o f  the l i t t l e  god o f  lo v e .
The lov e -g od  has been in  modem times an ambiguous 
f i g u r e .  However, t h i s  very ambiguity took r o o t  in  a n t iq u i t y .  
A ccording  to a n c ie n t  legend, the g rea t  goddess Night, o r  Nyx, 
con ce iv ed  o f  the wind and la id  a s i l v e r  egg from which sprang 
' the son o f  the Rushing Wind' . This was the golden-w inged 
E ros, god o f  l o v e .  Eros was known by o th er  names -  
P rotogonos , f i r s t - b o m  o f  a l l  gods , and Phanes, he who revea led  
and brought in to  l i g h t  the whole w orld . In h i s  Theogony 
(800  BC), Hesiod d e s c r ib e s  Eros as a primeval god, the son o f  
Chaos, and a t  th is  time he was always d e p ic te d  as a b e a u t i f u l  
winged youth , the in ca rn a t ion  o f  the l o v e l in e s s  o f  young men 
and boys . He was a ' r e sp e c ta b ly  o ld  god, worshipped at 
T hespia i in  B o io t ia  and a t  Parion in  Mysia1 . Most n o ta b ly ,  
in  e a r ly  c u l t s  Eros had almost noth ing  to de w ith  Aphrodite 
(Venus) and does n o t  appear in l i t e r a t u r e  u n t i l  very la t e .
In Hesiod he i s  a t ten d a n t  upon Aphrodite  but i s  not her son. 
Only la t e r ,  as rom antic love  between the sex es  became a t o p i c  
in  l i t e r a t u r e ,  d id  the god o f  love  grow in  im portance, although
3 0 6
3 0 7
a t  the expense o f  h is  d ig n i t y .  By the time o f  Ovid he had
dwindled from a handsome, young a t h l e t e  to a p re t ty  but
impish c h i l d .  The bow he c a r r i e s  da tes  o n ly  from the fourth  
42century BC. Later legends t e l l  how he was the son o f  Venus
and her c o n s ta n t  companion, as Cupid o r  Amor. T r a d i t i o n a l ly
thought o f  a s  b l in d ,  he in d is c r im in a t e ly  sh ot  the arrows o f
d e s ire  in t o  men and women; sharp arrows t ipped  with g o ld  to
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i n c i t e  l o v e ,  o r  b lu n t ,  leaden ones to  d r iv e  lo v e  away.
He appears in  Latin  l i t e r a t u r e ,  f o r  example in  the e l e g i e s  o f  
Catullus and P ro p e r t iu s ,  y e t  throughout c l a s s i c a l  and modem 
l i t e r a t u r e  he u su a lly  o c cu p ie s  a subord in ate  r o l e  in  the 
fa b le s  and t a l e s  o f  lo v e r s .
Amor p la y s  another t r a d i t i o n a l  r o le  as a god o f  death. 
Cupids were commonly carved on Roman sarcophagi as b e n e f i c e n t  
s p i r i t s ,  r e p r e s e n ta t iv e  o f  the p lea sa n t  s le e p  o f  death . In 
c l a s s i c a l  p h i l o s o p h i c a l  and t h e o l o g i c a l  works Eros was re ­
garded as th e  power th at  loosens  o r  breaks the chains which
bind the s o u l  to the body, and in  the Renaissance he was even
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to  become i d e n t i f i e d  with  death i t s e l f .  N everthe less ,  h is  
main r o l e ,  from Alexandrian times onwards, has been that  o f  
the god o f  p a ss ion  and f e r t i l i t y .  Cupid f i g u r e s  o f t e n  in  the 
learned works o f  the Middle Ages and the Renaissance. However, 
he i s  not  p re se n t  as f a r  as I  can t e l l  in  the romancero v i e j o . 
Gongora was n o t  the f i r s t  to in trod u ce  him in to  the genre o f  
the romance. P acien cia  ft-iaaon de Lope d is co v e re d  a manuscript 
in  the l i b r a r y  o f  the Hispanic S o c ie t y  o f  America which con­
ta ins a romance a r t f s t i c o  ( nuevo) dating  from the s ix teen th
4 i
century 4 5 I t  reads:
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Quando sus c a b e l l o s  Febo 
en e l  mar bañado a v ía ,  
h iz o  oscuridad  la noche, 
todas la s  cosas  c u b r ía ;  
en lo s  d e s s ie r t o s  b o s c a je s  
la  luz desaparec ía , 
y la s  aves descansavan 
de su pasada armonía.
So lo  e l  buen pastor  Menardro 
no duerme como s o l í a ,  
y a s i  estando e l  p a sto r  t r i s t e ,  
v id o  q u 'e l  s i e l o  se a b r ía .
Al pastor  se abren la s  carnes 
con e l  miedo que t e n ía .
Del c i e l o  sa len  d on ze l la s  
de a l t a  gen ea log ía ,  
t i r a n  un carro  de o ro  
en que e l  Dios de Amor ven ía .
Cupido sa le  d iz ie n d o  
con magestad y o s a d ía :
-  Menardro, < de que te quexas 
d e l  mal que yo te  hazía?
( Rromance d e l  pastor  Menardro) .
This may be the f i r s t  known appearance o f  Cupid in  the romances. 
Here the anonymous poet envisages Cupid as a triumphant Caesar, 
re sp le n d e n t  in  h is  c h a r io t ,  and t h is  i s  rem iniscent o f  Ovid 
t o o ,  whose love -god  i s  viewed, somewhat i r o n i c a l l y ,  as an i n ­
v i n c i b l e  w a rr io r .
Gongora a ls o  envisages the l i t t l e  god in  warlike  r o l e .
T h is ,  as I  s h a l l  show, i s  o n ly  one o f  a v a r ie t y  o f  g u ises  
adopted by Cupid in  Gongora's romances; gu ises  that range from 
that  o f  a bee to a sexton .
ic  *  k  'k  *
Cupid, i t  seems, has always possessed  a s p ira t io n s  to be 
a l i t t l e  more than the god o f  l o v e .  A m ischievous c h i l d ,  he 
seems to  have l ik e d ,  as many small boys do, to play a t  ' w a r ' . 
Armed w ith  bow and arrows a t  le a s t  from the fourth  century BC 
onwards he plagues the hearts  o f  men by waging war on them 
with h is  t in y  d a r t s .  A pol lo  once reproached him, t e l l i n g  him
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to  leave the bows and arrows to the men. C upid 's  answer to 
t h is  was to cause A p o l lo  to f a l l  in  lo v e  with the nymph 
Daphne and her to  d isd a in  him. Thus he proved the might o f  
h i s  t in y  arms. The irony  o f  such a ca se  -  love  ought to be 
c o n s id e re d  a p e a ce fu l  o ccu p a t ion  but o f t e n  turns in to  a 
f u l l - s c a l e  b a t t l e  -  i s  one employed by l y r i c  poets  through­
o u t  the Renaissance and Golden Age, f o l lo w in g  on f a i t h f u l l y  
from sources  such as O v id 's  Amores. Amores I  i  b e g in s : ^
Arms, and the v i o l e n t  deeds o f  war, I  was making ready 
to sound fo r t h  -  in  w eighty numbers, with matter su ited  
to  the measure. The second verse  was equal to the f i r s t  
-  but Cupid, they say, w ith  a laugh s t o l e  away one f o o t .
His m ischievous nature  i s  m ost apparent h ere .  Ovid asks what 
r i g h t  he has to do a thing such as t h i s :  ' What i f  Venus should 
s e iz e  away the arms o f  g o ld e n -h a ire d  Minerva, i f  go lden ­
h a ired  Minerva should fan i n t o  flame the k in d led  torch  o f  
47lo v e ? '  . He argues th at :  ' Thou hast  an empire o f  th ine  own -
g re a t ,  yea , a l l  too  p o ten t ;  why d o s t  la y  claim to new powers,
am bitious boy?' but C up id 's  answer i s  that which was a ls o  
49g iven  to  A p o l lo :
. . . f o r t h w i t h  he loosed  h i s  q u iver ,  and chose from i t s  
sh a fts  that were made f o r  my undoing. A gainst h is  
knee he s t o u t ly  bent moonshape the sinuous bow, and 
'S i n g e r , '  he s a id ,  'h e r e ,  take that w i l l  be matter 
f o r  thy song'.'  •
I t  may have seemed a n a tu ra l  c h o ic e  o f  s u b je c t  m atter  f o r  
G6ngora. In h is  e a r l i e s t  romance (nunber 1, 1580), ' Ciego 
que apuntas y a t i n a s ' , the f i r s t  l in e  r e v e a ls  that the s u b je c t  
o f  the p o e t ' s  lament i s  th is  t iny  w a rr io r  f i g u r e ,  th is  ' rapaz 
arquero ' C erta in  c h a r a c t e r i s t i c s  and a c t io n s  o f  the god
are  o u t l in e d  in  G^ngora's work and I  s h a l l  now look a t  the way
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in  which Góngora takes up the themes to be found in  Ovid.
To begin  on a s l i g h t l y  d iv erg en t  n ote ,  th e  e a r ly  romance 
(number 15) 'N o b le  d esen gaño ',  w r i t te n  in  1584' i s  a r e j e c t i o n  
o f  the supremacy o f  the lo v e -g o d .  Only desengaño can overcome 
the  s ix -y e a r  f o l l y  o f  the l o v e r /n a r r a to r  o f  the  poem.^1 The 
lo v e r  d e s c r ib e s  how he has performed a s e r i e s  o f  sentim ental 
r i t u a l s  which d is t in g u ish e d  the c o u r t ly  o r  rom antic  lo v e r  
w h i l s t  serv ing  in  L ov e 's  t r a in .  We see in  O v id 's  Amores how 
th e  lo v e r  s u r r e n d e r s :^
Look, I  con fess '.  I  am new prey o f  th in e ,  O Cupid; I  
s h a l l  s t r e t c h  fo r t h  my hands to be bound, submissive 
to thy laws. There i s  no need o f  war -  pardon and 
peace i s  my prayer ; nor w i l l  i t  be p ra is e  f o r  thine 
arms to vanquish me unarmed. Bind thy lo c k s  with 
the m y rt le ,  yoke thy m oth er 's  doves; thy s t e p s i r e  
h im se l f  s h a l l  g iv e  thee f i t t i n g  ca r ,  and in  the car  
he g iv e s  s h a l t  thou stand, w h ile  the p eop le  c ry  thy 
triumph, and sh a lt  gu ide with s k i l l  the yoked b i r d s .
In thy t ra in  s h a l l  be ca p t iv e  youths and c a p t iv e  
maids; such a pomp w i l l  be f o r  thee a s t a t e l y  triumph. 
M yse lf ,  a re cen t  s p o i l ,  s h a l l  be there w ith  wound a l l  
f r e s h ly  d e a l t ,  and bear my new bonds with  u n r e s is t in g  
h e a r t .  Conscience s h a l l  be lead along w ith  hands t ie d  
fa s t  behind her back, and Modesty, and a l l  who are 
fo e s  to the camp o f  Love. Before  thee a l l  sh a l l  
trem ble ; the crowd, s t r e t c h in g  fo r t h  t h e i r  hands to 
thee, s h a l l  chant with loud v o i c e :  ' Ho Triumph'.' . 
Caresses s h a l l  be a t  thy s id e ,  and Error , and 
Madness -  a rout that  ever  vanquish men and gods; 
s t r i p  from thee a id s  l ik e  these , thou w i l t  be 
weaponless.
In  Gongora's romance, however, the r o le s  have become re v ersed .  
Desengaflo has vanquished Amor and takes h is  p la c e  in  the 
triumphal ca r :
ya de tus paredes 
serán  ornamento, 
g l o r i a  de tu nombre, 
y de Amor descuento.
Y a s i ,  pues que tr iu n fa s  
d e l  rapaz arquero, 
t i r e n  de tu carro  
y sean su t r o f e o
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lo ca s  esperanzas,
vanos pensamientos,
pasos e s p a r c id o s ,
l i v ia n o s  d eseos ,
r a b io so s  cu idados ,
ponzoñosos c e l o s ,
in fe r n a le s  g l o r i a s ,
g l o r i o s o s  i n f i e r n o s .  11 .17 -32 .
Here then i s  a l i s t  o f  a l l  the Error and Madness o f  O v id1s 
d e s c r ip t i o n ,  a l l  the t r a i t s  and a c ts  o f  a lo v e r  s u f f e r i n g  from 
the malady o f  h e r e o s .  They have in  th is  in s ta n ce ,  a lthough  
u su a l ly  the ' r o u t  which ever  vanquish men and g o d s ' ,  been 
d e fea ted  by desengaño to which the g r a t e fu l  n a rra to r  s a y s :
Compóngante himnos 
y digan sus v ersos  
que l i b r a s  ca u t iv o s  
y das v i s t a  & c i e g o s .  11 .33 -36 .
Desengaño m ira cu lo u s ly  r e s t o r e s  se l f -a w a ren ess  and commonsense
to  those  he rescu es  from Love, and with  i t  t h e i r  true s ig h t .
T r a d i t i o n a l ly ,  l o v e r s  were con s id ered  to  be b l in d  ( s e e  note  43)
in  im i t a t io n  o f  t h e i r  master and lo v e -b l in d n e s s  was a much
debated s u b je c t ,  p a r t i c u l a r l y  in  the Renaissance. P ic o  de la
M irandola judged lo v e  to be b l in d  because i t  was 'a b o v e  the
i n t e l l e c t '  and Giordano Bruno went so fa r  as to  d i s t in g u is h  as
53many as n ine  k inds  o f  amorous b l in d n e s s .  For P ico  i t  was a 
b l in d n e ss  o f  j o y ,  f o r  M a r s i l io  F ic ino  a m y s t ica l  s e l f -  
a n n ih i la t io n ,  in  which the l o v e r  surrendered to  the unknowing 
in  s p i t e  o f  imminent s e l f - d e s t r u c t i o n .  But a l l  poets  and 
p h i lo so p h e rs ,  even P la to ,  were agreed on one thing -  th a t  the 
h ig h e s t  form o f  lo v e  i s  b l i n d .  And Shakespeare 's  o b se rv a t io n  
that ' Love looks  n o t  with the eye but with the mind' i s  sure ly  
a p e r f e c t  resumé o f  the o n ly  m y th o lo g ica l  fa b le  in  which Cupid 
i s  one o f  the main p r o ta g o n is t s .  When Psyche looks on Amor
with her own eyes ,  her a c t io n  causes him to van ish  com p le te ly .
The l o v e r ' s  i n a b i l i t y  to see c l e a r l y  was r e f l e c t e d  in  the 
a r t i s t i c  r e p re se n ta t io n  o f  the l o v e -g o d  as b l i n d .  A r t i s t s  
chose s u b je c ts  such as Venus bandaging C upid 's  e y e s ,  and 
GSngora adhered to these t r a d i t io n s  i n  h is  poetry  -  the n ino  
c ie g o  appears in  romances 1, 20 and 72 ,  and h is  eyes are 
a c t u a l ly  bandaged in  numbers 1, 23 and 48, as examples.
In s p i t e  o f  h is  in f i r m it y  the l i t t l e  god can shoot h is  
arrows with a s u rp r is in g  degree o f  a c c u r a c y .  As part o f  h is  
campaign he h id es  in  armed ambush, sometimes in  the tree  
sacred to h is  mother, the m y rt le :
Desde e l  árbo l  de su madre, 
tr incheado  Amor a l l í ,  
s o l i c i t a  la venganza 
d e l  montaraz s e r a f í n .
Segunda f le ch a  d is p a r a ,  
t a l ,  que con s i l b o  s u t i l  
las  plumas de la  primera 
las  t iñ e  de carm esí .
(number 62, 1 1 .8 5 -9 2 ) .
His e x p e r t is e  i s  underlined  here as a second arrow h i t s  the 
mark as a c cu ra te ly  as the f i r s t .  From even c l o s e r  range he 
s u rp r ise s  A ngélica  as she tends Medoro’ s wounds:
Límpiale e l  r o s t r o ,  y  la  mano 
s ie n te  a l  Amor que s e  esconde 
tra s  la s  rosas ,  que la  muerte 
va v io lando  sus c o l o r e s .
Escondióse tras  la s  ro sa s ,  
porque labren sus arpones 
e l  diamante d e l  Catay 
con aquella  sangre n o b le .
(number 48, 1 1 .2 1 -2 8 ) .
Ills t a c t i c s  are  those o f  cunning; he l i e s  in  w ait  f o r  h is  
intended v ic t im  l ik e  the p rov erb ia l  snake in  the g ra ss ,  again 
in  number 37, ' iNo me bastaba e l  p e l i g r o . . ? ' .  The lo v e r
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c o m p l a i n s :
todo en daño de las  almas, 
ya yo l o  sé por mi mal, 
que he pisado entre  sus f l o r e s  
ásp id  que sabe matar. 1 1 .2 9 -3 2 .
This same romance a ls o  i l l u s t r a t e s  how o c c a s i o n a l l y  Cupid en­
l i s t s  he lp  from the lady with whom he wishes h i s  v ict im  to 
f a l l  in  l o v e .  He makes use o f  her  eyes ra th er  than h is  own, 
h id in g  in  ambush w ith in  them:
Armado se esconde Amor 
de saetas  de crueldad 
en lo s  o j o s  que tremolan 
t ra id o ra s  señas de paz. 1 1 .3 3 -3 6 .
The god o f  lo v e '  s campaign i s  no more than a t r a i l  o f  d e c e i t  -  
th is  arquero d e s le a l  a t ta ck s  the lo v e rs  in  q u e s t io n  when they 
l e a s t  s u s p e c t .
Of c o u r s e ,  a l l  t h is  s ly  scheming would be to  no a v a i l  i f  
the w a r r i o r ' s  weapons were to  f a i l  him. There i s  l i t t l e  chance 
o f  that .  C up id 's  arrows are in  endless  supply , as a compar­
is o n  with a g i r l ' s  cop iou s  tears  shows in  romance number 30,
' L loraba la  n iña ' :
. . . l á g r i m a s  l l o r e n
en esta  o ca s ió n ,
tantas como d e l í o s
un tiempo t i r ó
f l e c h a s  amorosas
e l  arquero D ios . 1 1 .2 9 -3 4 .
Yet i t  i s  n o t  so much the abundance o f  the arrows which lo v e rs  
fe a r  but t h e i r  potency . I  have a lready  noted how in mythology 
and s t i l l  l a t e r  Cupid 's  arrows cou ld  be t ipped  with e i t h e r  
lead o r  g o l d . ^  I t  i s  the e f f e c t  o f  the go lden  ones which 
causes the g r e a te s t  d i s t r e s s  to the unfortunate  v ic t im .  O v id 's
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c o m p l a i n s :
todo en daño de la s  almas» 
ya yo l o  sé por  mi mal, 
que he pisado en tre  sus f l o r e s  
ásp id  que sabe matar. 11 .2 9 -3 2 .
This same romance a l s o  i l l u s t r a t e s  how o c c a s i o n a l l y  Cupid en­
l i s t s  help  from the la d y  with whom he w ishes h is  v ic t im  to 
f a l l  in  l o v e .  He makes use o f  her  eyes ra th e r  than h is  own, 
h id in g  in  ambush w ith in  them:
Armado se  esconde Amor 
de s a e t a s  de crue ldad  
en l o s  o j o s  que tremolan 
t r a id o r a s  señas de paz. 11 .33 -36 .
The god o f  love '  s campaign i s  no more than a t r a i l  o f  d e c e i t  -  
t h is  arquero d e s le a l  a t t a c k s  the lo v e rs  in  qu est ion  when they 
l e a s t  su sp ect .
Of cou rse , a l l  t h i s  s ly  scheming would be to no a v a i l  i f  
the w a r r i o r 's  weapons were to f a i l  him. There i s  l i t t l e  chance 
o f  th a t .  Cupid 's  arrow s are in  end less  supply , as a compar­
is o n  with a g i r l ' s  c o p io u s  tea rs  shows in  romance number 30,
' L loraba la  niña' :
. . . l á g r i m a s  l l o r e n
en esta o c a s ió n ,
tantas  como d e l l o s
un tiempo t i r ó
f l e c h a s  amorosas
e l  arquero D ios. 11 .29 -34 .
Yet i t  i s  n o t  so much the  abundance o f  the arrows which lovers  
f e a r  but th e ir  p o ten cy .  I have a lready  noted  how in  mythology 
and s t i l l  l a t e r  C u p id 's  arrows cou ld  be t ipped  with e i t h e r  
lead o r  gold."*^ I t  i s  the e f f e c t  o f  the go lden  ones which 
causes the g re a te s t  d i s t r e s s  to the unfortunate  v ic t im .  O v id 's
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c o m p l a i n t , 55 i s  :
Ah wretched me'. Sure were the arrows 
that yon boy had. I  am on f i r e . . .
and in  Gdngora's l a t e  romance number 8 6 ,  ' En lSgrimas salgan 
m u dos ' , the reason why a lo v e r  should burn i s  made c l e a r :
Previniendo d i l i g e n t e
e l  más lu c ie n t e  harpón
que v i s t e  plumas de fuego
en la  a l ja b a  del amor, 11.29-32
e s p e c i a l l y  when Cupid i s  preparing the arrows so that the lady 
w i l l  be f i r e d  with  lo v e  f o r  a man o th e r  than the l o v e r /n a rra t o r . 
The burning e f f e c t s  o f  the arrows can, th e r e fo r e ,  be m an ifo ld .
During the la t e  1580s G óngora 's romances show Cupid as 
the conqueror  o f  a l l  who oppose him. ' Criábase e l  Albanás' 
(number 20, 1586) p r im a r i ly  d e s c r ib e s  the e x p lo i t s  o f  a 
g a l l a n t  w a r r io r .  The n a rra tor  goes on to  ask what use h is  war­
l i k e  prowess i s  to him:
s i  un niño c ie g o  le  vence
no más armado que en carn es ,
y en e l  corazón  le  d e ja
dos arpones p enetrantes?  11 .25 -28 .
' Gran cap itán  en la s  gu erras /gran  co r te sa n o  en las  paces ' the 
Albanés i s  wounded by Amor with the h e lp  o f  t h e s e : ^
Dos penetrantes arpones , 
que son los  o j o s  suaves 
de la s  dos más b e l l a s  turcas 
que t ie n e  todo e l  Levante;
b ien  con oc ió  su v a lo r  
Amor, pues para e n la z a l l e
un lazo  v io  que era p o co ,
y qu iso  con dos v e n d a l le .  11 .29-32 , 51-52,
55-56.
3 1 5
This u n f in ish e d  romance i s  p r o o f  o f  l o v e ' s  power being g r e a te r  
than that o f  war, an idea repeated  in  1590 with ' Famosos son en 
las annas' (number 2 8 ) .  The romances are  s im i la r  in  many re ­
s p e c ts ;  a g r e a t  w a rr io r ,  th is  time Hac£n, i s  pra ised  f o r  h is  
e x p lo i t s  i n  b a t t l e  and then becomes entranced with the charms 
o f  a woman due to C upid 's  in t e r v e n t i o n .  This second romance, 
probably because  o f  i t s  g re a te r  length , a llow s  a more n a r r a t iv e  
framework t o  be b u i l t  around the theme than in  the prev iou s  
example, b u t  the e f f e c t s  are the same: when the w a rr io r  con ­
fr o n ts  Cupid, the l i t t l e  god w ins :
No le  d io  a l  h i j o  de Venus 
e l  moro poco p la c e r ,  
y detestando e l  r i g o r  
que se usaba con tra  é l ,  
miraba a la b e l l a  mora 
sa lteada  en su verge l  
de un cu idado, que es amor, 
aunque no sabe quién es ,
De pechos sobre  un estanque
h ace  que a ra to s  estén
bebiendo sus d u lces  o j o s
su hermoso p a r e c e r .  11 .53 -60 , 65 -68 .
Cupid 's  t a c t i c s  are a l i t t l e  a l t e r e d  from the norm. He uses 
the lady a s  a lure  aga in , but th is  time he a llow s her to  f a l l  
in  love  w ith  HacSn, one supposes in  o rd er  to  s o f t e n  the M oor 's  
h ea r t .  However, the n a rra t iv e  remains incom plete :
Comenzó en e s to  Cupido 
a d isp a ra r  y a tender 
la  más que m orta l saeta , 
la  más que nudosa red , 
y comenzó B e le r i f a  
a hacer  con tra  Amor después 
lo  que contra  e l  rub io  Sol 
la  n ieve  su e le  h a cer .  11 .85 -92 .
The poem runs no fu r th e r ,  y e t  t h is  i s  ju s t  a beg inn ing . The 
word comenzo appears tw ice .  The barrage o f  arrows has ju s t
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begun. The outcome o f  the t a l e  seems in e v i t a b l e .  By u s in g  
B e le r i f a  as an i n d i r e c t  ta r g e t  he w i l l  ev en tu a lly  ca p tu re  Hacen 
t o o .  The m elt in g  su rrender  o f  B e le r i fa  to Hacen's charms must 
e v e n tu a l ly  win him to  her  and to  lo v e .
The d u a l i t y  o f  the lo v e /w a r  concept  emerges ag in in  a 
much l a t e r  and fa r  more complex a r t i s t i c  romance dating  from 
1610, 'A p eose  e l  c a b e l l e r o '  (number 6 2 ) .  In s p i t e  o f  h i s  in ­
s i s t e n c e  that  love  i s  i n v i n c i b l e  Gongora adapts h is  theme even 
fu r t h e r .  The opponent i s  no lon g er  a f i e r c e  male w a r r i o r ,  but 
here a young country  maiden, la  co lm eneruela , come to  c o l l e c t  
water from the s p r in g .  N e v er th e less ,  Cupid views t h is  g i r l  as 
a g r e a t e r  th rea t  to h i s  supremacy because o f  her brave 
d e f i a n c e :
ven, Amor, s i  e res  D ios, y  vu e la , 
vu e la , Amor, por v id a  mía, 
que de un c a n t a r i l l o  armada, 
en la estacada
mi l i b e r t a d  te  espera  cada d ía .
Este cán taro  que ves  
será co n tra  tu f i e r e z a  
m orrión en la  cabeza , 
y embrazándole, pavés.
Si ya tu a r ro g a n c ia  es 
la que s o l í a ,  
a l  campo te  d e s a f ía  
la co lm eneruela . 11.27-39
and t h e r e fo r e  h is  on s lau gh t  i s  in t e n s iv e .  He f i r e s  o n c e :
Amor que hace don a ire
d e l más templado arn és ,
embebida ya en e l  a rco
una saeta c r u e l ,
perdona a l  pavés de barro ,
no a la que embraza e l  pavés,
e s con d ién d o le  un arpón
donde la s  plumas se  ven. 11 .49 -56
and then to  make c e r t a i n :
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segunda f l e c h a  d isp a ra .
The outcome i s  in e v i t a b le  and the usual e f f e c t  i s  a ch ieved :
La s o r t i j a  lo  e je c u ta ,
y Amor, que fuego y a rd id
está  fomentando en e l l a ,
le  hace d e c i r  a s i : . . .  11 .97-100 .
Her words are a submission as she o f f e r s  h e r s e l f  to the 
C aba llero  she has met. Góngora causes Cupid to appear in  per­
son in  the n a rra t iv e  in  o rd er  that  the l i t t l e  god may maintain  
h is  supremacy. Yet a t  the same time the way in  which h is  v i c ­
tory  i s  ach ieved  i s  f a r  more p s y c h o lo g i c a l l y  accu ra te  than any­
thing e l s e  y e t  d e s c r ib e d .
Whichever method he chooses  to subdue h is  opponents, the 
god o f  lo v e  i s  a hardened, ty ra n n ica l  c h a r a c t e r .  He expects  
t o t a l  f i d e l i t y  from h is  f o l l o w e r s ,  o therw ise  he beats them into  
subm ission, l i k e  the poor  unfortunates  in  ' Contando estaban sus 
rayos' (number 72, 1614 ).  He i s  a r e a l  s la v e - d r iv e r ,  here 
a c t in g  as g a l l e y  m a s t e r :^
!Ay cómo gime, mas ay cómo suena, 
gime y suena
e l  remo a que nos condena 
e l  niño Amor'. 1 1 .9 -1 2 .
The f ish erm a n /lover  cannot h e lp  su ggestin g  here that, l i k e  a l l  
ty ran ts ,  Cupid i s  r e a l l y  ra th er  a coward:
que vuela y sabe nadar
Ciego n ie t o  de la  espuma,
monstruo con escama y pluma,
nadad, pez, o v o la d ,  pato,
que en e s ta s  redes que tra to
e l  pato habéis  de pagar. 1 1 .7 8 ,7 9 ,8 1 ,8 3 ,
8 5 -6 .
So fa r  we have e s ta b l ish e d  that those who oppose  Cupid
cannot win, but what about those who f a i t h f u l l y  f o l l o w  h is
banners? As y e t  I  have not  g iven  a complete d e s c r ip t i o n  o f
the l i t t l e  god . Gongora does th is  in  one o f  h i s  e a r l i e s t  
58romances (1 5 8 0 ) :
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Ciego que apuntas, y a t in a s ,  
caduco d io s ,  y rapaz, 
vendado que me has vendido, 
y  niño mayor de edad, 1 1 .1 - 4 .
The p o e t / l o v e r ' s  p lea  i s  s im ply : ' Dejame en paz, Amor t i r a n o ’ • 
Like a l l  tyrants  and d i c t a t o r s  Cupid has exhausted h is  adherent 
by h is  e x c e s s iv e  demands. For ten years the l o v e r  says :
. . .he seguido a mi pesar 
tus in qu ie tas  banderas, 
fo ra g id o  ca p itá n .  11.12-14
and now he r e a l i s e s  h is  m istake. In an attem pt to warn o th ers  
he goes on :
Amadores desdichados, 
que segu ís  m i l i c i a  t a l ,  
decidme, 2 qué buena guía 
podé is  de un c ie g o  sacar?
De un pá jaro  ¿que firmeza?
¿Qué esperanza de un rapaz?
¿Qué galardón de un desnudo?
De un t i r a n o ,  ¿qué piedad? 11 .21 -27 .
To the reason ing  man the answers to a l l  these q u e s t io n s  are 
more than o b v io u s ,  but not so to a lover  who has been b l in d e d .  
One th ing emerges c l e a r l y  from th is  e x - l o v e r ' s  a d v ice  - 
Love i s  a ty ra n t  and those f o o l i s h  enough to e n t e r  h is  s e r v i c e  
can expect  no p i t y  from him. He i s  a hard m aster  who thinks 
nothing o f  b e tr a y in g  h is  own.
Romance number 19 , 'A hora , que estoy  d e s p a c i o ' , i s  the 
song o f  a man who thinks he has f i n a l l y  escaped from L ove 's
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s e r v i c e .  The f i r s t  h a l f  o f  the com pos it ion  s e ts  out to t e l l  
how much b e t t e r  l i f e  i s  when one remains: ' L i b r e . . .Amor de tus 
g a r a t u s a s , ' .  I t  should be noted  here that the n a rra to r  i s  not 
concerned with sexual l o v e .  He was c l e a r l y  n ot  c e l i b a t e  b e fo re  
h is  tu s s le  with Amor:
Comadres rae v is i ta b a n ,  
que e l  pueblo ten ía  muchas; 
e l l o s  me llaman compadre 
y t a i t a  sus c r ia t u r a s .
Lavábanme e l l a s  la  ropa, 
y en las obras de costu ra  
e l l a s  ponían e l  dedal 
y yo ponía la  agu ja .  11 .57 -64 .
His warning i s  m erely  to avo id  a l l  forms o f  emotional in v o lv e ­
ment with the o p p o s i t e  sex .  The n a rra to r  was ab le  to en joy  
the company o f  women w e l l  enough:
. . . Amo r ,
antes que las  f l e c h a s  tuyas
me h ic ie r a n  su t e r re ro
y b lanco  de desventuras . 11 .73-76 .
He a ls o  regards Love as a t r a i t o r  although in esca p a b le .  Love
59i s  a l s o ,  in  i t s  worst a s p e c t s ,  f i l t h y  and degrading:
Sé que es la del rey Fineo
tu mesa, y tu cama dura
p otro  en que nos das tormento;
tu sueño, sueño de g r u l l a s .  11 .101-04 .
This burlesque romance i s  probably  the most em bittered t i ra d e
a g a in s t  Love which Géngora d e l i v e r s  in  a l l  h is  works, and i t
ends with the f i n a l  in s u l t  to the god o f  l o v e :
De g a l l in a s  son tus a la s  -  
v e te  para h ideputa . 11 .119-20.
* * * * *
The more a g g re s s iv e  s id e  o f  C upid 's  nature i s  a ls o  mani­
fe s t e d  in  h is  r o l e s  w ith in  the v e n a t ic  romances. Although
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s t i l l  o f  a m yth o log ica l  type, t h i s  i s  a s l i g h t l y  l e s s  conven­
t i o n a l  and obvious r o le  f o r  the l i t t l e  god to p lay  -  that  o f  
the hunter . With Gongora, however, i t  seems to be a fa v o u r it e *  
one in  which Cupid appears in  com p os it ion s  spanning the years  
1601 to  1620. To b es t  i l l u s t r a t e  the development o f  the r o l e  
I  s h a l l  examine the re lev a n t  poems in  c h r o n o lo g i c a l  o r d e r .
I t  i s  not d i f f i c u l t  to s e e  how, f o r  Gongora and f o r  o th e r  
w r i t e r s ,  Cupid had become i d e n t i f i e d  with the arch er -god d ess  
Diana. Lengthy d e s c r ip t io n  o f  Diana i s  ou t  o f  p la ce  h e r e ^  
but as Bergmann po in ts  o u t :  'T h e s e  two m y th o lo g ica l  f i g u r e s
share c e r t a in  sym bolic  accoutrements but are  opposed in  t h e i r
, 61fu n c t io n  in  human s o c ie t y  . T heir  bows and arrows are  
indeed  the symbols o f  these f u n c t i o n s :  the d is d a in fu l  Diana 
sh o o ts  to k i l l  those who anger her w ith  t h e i r  lu s t f u l  g lan ces  
and behaviour, w hile  Cupid sh o o ts  to i n c i t e  love  and l u s t .
Yet because o f  the very nature o f  hunan lo v e ,  d isd a in  can 
e i t h e r  i n c i t e  love  fu r th er  o r ,  by the p ress in g  o f  unwanted 
a t t e n t i o n s ,  can cause r e j e c t i o n .  The two s id e s  o f  the argument 
a re  co n ce p tu a l ly  in sep a ra b le .  In the poems o f  Gongora which 
f o l l o w  the two sym bolic  f i g u r e s  are a l s o  in e x t r i c a b ly  l in k e d .
Romance number 47, ' En ta n to  que mis vacas ' , w r i t te n  in  
1601, i s  the lo v e s i c k  lament o f  a cowherd, addressed to  a 
huntress  -  h is  ’ segunda G a l a t e a ' . A d i r e c t  and c l e a r  r e f e r ­
ence  to the D ian a -f igu re  ( '  D ivina cazadora ' ) as Cupid i s  to 
be found a t  l in e  20. Here, l i k e  Cupid, she lacks  one o f  her 
s e n se s ,  but i t  i s  no t  o f  her b l in d n e ss  that the cowherd com­
p la in s  but ' que es s o r d a '• O ther sym bolic  a t t r ib u t e s  bear 
more p r e c is e  comparison, as shown in  the e s t r i b i l l o :
¡Mal haya quien emplea
su f e  en la que con arco y a l ja b a
parece  nino Amor, y es f i e r a  brava'. 11 .17 -19 .
One might expect  that when two f ig u r e s  o f  d i f f e r e n t  sexes are 
d escr ib ed  sim ultaneously  problems o f  agreement and gender w i l l  
a r i s e .  Rather than h inder, the way in  which Góngora handles 
these problems a c t u a l ly  a id s  h is  purposes o f  d i r e c t  i d e n t i f i ­
c a t i o n .  The same d ev ice  a r i s e s  again in  1607 in  the décimas 
' Pintado he v i s t o  a l  Amor', in  which the Marquesa de Ayamonte
i s  seen as synonymous with both  Amor and Diana. Bergmann
62analyses  th is  s t a r t l i n g  v i s i o n :
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The p a in t in g  i s  Cupid, Cupid i s  the pa in t ing ,  
and the pa in ting  i s  the Marquesa. Thus, 
Cupid, though pa in ted ,  i s  ’ v iv o '  in  the form 
o f  the Marquesa, and the poem proceeds to 
b r ing  that v is u a l  image o f  Cupid-Diana- 
Marquesa to n a rra t iv e  l i f e .
6 3I have p r e v io u s ly  g iven  th is  poem in  f u l l ,  but I would l ik e
to r e f e r  back to  i t  in  o rd er  to  show how Bergmann d i s s e c t s  a
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p o t e n t i a l l y  awkward gender-change:
Throughout the f i r s t  stanza the o s te n s ib le
s u b je c t  must be Amor, s in ce  the masculine
' armado' and ' c i e g o '  are  used in  the f i r s t
few l i n e s .  No o p p o s i t i o n  o f  gender i s
emphasized between the male Cupid and the
s u b je c t  o f  the p a in t in g ,  the female
Marquesa. However, with the f i r s t  negative
term ( 'n o  es c i e g o ' ) ,  i t  i s  c l e a r  that th is
i s  no common Cupid, but an invention  o f  the
poet to m odify  a m y th o lo g ica l  being along
the l in e s  o f  a h i s t o r i c a l  one. With the
mention o f  the genea logy , ' la_ g l o r i o s £
cadena/de los  Zunigas de España' and the
' e l l a ^ o f  l in e  5 [sicQ the nature o f  the
s u b je c t  i s  made m a n i fe s t .  (my i t a l i c s ) .
Gongora uses an eq u a lly  e f f e c t i v e  method o f  gender- 
t r a n s i t io n  in  the e a r l i e r  romance: although here he s ta t e s  from
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the s t a r t  o f  the poem that the s u b je c t  i s  the huntress 'G a l a t e a ' ,  
the key to her  i d e n t i f i c a t i o n  with  Cupid i s  again  through a 
th ird  party .  T h is  time i t  i s  ' una f i e r a '  , a w i ld  b east  which 
can be o f  e i t h e r  gender. Galatea i s  a s s o c ia te d  with the b e a s t :
' Divina cazadora 
que de s e g u ir  la s  f i e r a s  
has dado en im i t a l la s ,  
y  para m£ e x c e d e l la s ,
. . . J o h  f i e r a ,  l e  d ic e ,
segunda Galatea '. '  1 1 .2 0 -2 3 ,  42 -43 .
which i s  in  turn  linked  to Amor:
parece n iño  Amor, y es f i e r a  brava.
The most im portant vocabu lary  r e la t io n s h ip  here i s  that between 
the verbs o f  b e in g  and seeming, o f  i l l u s i o n  and r e a l i t y  -  
parece becomes and the i n t e n s i t y  o f  t h is  t r a n s i t i o n  is  
enhanced because  i t  o c cu rs  in  a s in g le  l i n e .  Yet the i l l u s i o n  
i s  clouded f u r t h e r .  Galatea i s  n o t  r e a l l y  a w i ld  bea st ,  but 
o n ly  im ita tes  them, and perhaps even surpasses them in  her 
im personation . Ser , im ita r , e x c e d e r , p arecer  become v i r t u a l l y  
in terch an geab le  terms w ith in  t h is  poem. Nothing i s  as i t  seems, 
and by the same token ’ parece n iño  Amor' can e a s i l y  be con­
verted  to ' es n iñ o  Amor' • The p r o f i l e  o f  each f i g u r e  i s  hazy, 
and so Diana m e lts  in to  Cupid as e a s i l y  in  th is  e a r l i e r  poem 
as she does in  the décimas examined by Bergmann.
D. K. Loughran 's  a r t i c l e  -  ' Góngora 's romance 77 and the 
v e n a t ic  m o t i f '  -  d e s c r ib e s  what he sees as the ' ambiguity 
inherent in  the f i g u r e  o f  Diana in  many o f  Góngora 's v e n a t ic  
poem s'. In h i s  few comments on romance 47 he n o t i c e s  that  she
appears to be lo v e  incarnate  but he does n ot  pursue the n o t io n
fu r t h e r .  The g r e a te r  part o f  h i s  a r t i c l e  i s  spent in  the 
a n a ly s is  o f  romance 77, 'O jo s  eran f u g i t i v o s ' ,  dating from 
1619, in  which Amor appears in  the r o le  o f  manipulator. 
Loughran sees Diana as a ' source o f  mild i r r i t a t i o n  to Cupid' 
and i t  i s  in  th is  poem that Cupid claims h is  ' p la y fu l  revenge' • 
The god o f  love  s e t s  up a m yth o log ica l  chase which, Loughran 
emphasizes, i s  f r i v o l o u s  in  in t e n t .  The huntress in question  
i s  Sirene -  o th erw ise  Cyrene, in  mythology a le s s e r  counter­
p a rt  o f  Diana:
a r c o  fa t a l  de la s  f i e r a s ,
arpón dulce  de las g e n te s .  11 .35-36.
To turn to  another c r i t i c  o f  t h is  poem, in  s p i t e  o f  th is  
s p e c i f i c  i d e n t i f i c a t i o n  with the goddess o f  the chase,
Robert Jammes i n s i s t s  th a t :  ' e l l e  n ' e s t  p lus la vivante 
in ca rn a t io n  de D ia n e ' . ^  The reasoning behind h is  claim i s  
th a t  ' c ' e s t  d ' a i l l e u r s  á Venus que la compare 1 'a u te u r ' , but I 
think i f  one takes a c l o s e r  look i t  can be seen that the 
huntress here i s  as c l o s e l y  id e n t i f i e d  with the god as with 
the goddess o f  l o v e :
Armada e l  hombro de plumas,
C in t ia  por las que suspende,
Cupido por las  que bate 
a la  ambición, 11 .37 -40 .
In the in te rv en in g  years between the Ayamonte poems and 
'O jo s  eran f u g i t i v o s '  Góngora's i d e n t i f i c a t i o n  o f  the two 
f i g u r e s  has su rv ived ,  but with m o d i f i c a t i o n s .  A new a s s o c ia ­
t i o n  between the two i s  introduced to the 1619 romance. Diana 
was renowned f o r  her  f l e e tn e s s  o f  f o o t  in  the chase, and 
Góngora reminds us o f  th is  in  the l in e s  in  which she chases
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the b e a s t :
. . . d e l  v ie n to  más leve  
h i j o  v e l o z , . . .  1 1 .4 6 -4 7 .
T h is  phrase serves  as a reminder too  th a t  Cupid, o r  Eros, was 
i n  Orphic legend 1 the Son o f  the Rushing Wind' . Here, then, 
i s  a fu r th e r  am biguity . The w i ld  beast  with whom the huntress 
has so f a r  been i d e n t i f i e d  has now become Love h im s e l f .
In s tea d  o f  f l e e i n g  from Love, S irene now pursues i t  and Love 
t h e r e fo r e  has acheived  h i s  aim -  to turn the ta b le s  on the 
goddess  who normally  a v o id s  h is  arrows. This r o l e - r e v e r s a l  i s  
fu r t h e r  emphasized a t  l i n e s  69-77 :
Con media luna ve un S o l ,  
que rayos y f l e c h a s  p ie rd e ,  
tras  un c o rz o  que no huye, 
s in o  a l  Amor obedece .
Sagaz e l  h i j o  de Venus, 
ven gat ivo  como siempre, 
vana p i e l  le  v i s t i ó  a l  v ie n to ,  
que aun la s  montañas la  creen . 
Engaño la  c a z a d o r a , . . .
The huntress i s  t r i c k e d  by C upid 's  l i t t l e  jo k e ,  and f o r  once 
h i s  arrows are  more p o te n t  than h ers .
Although in  t h is  romance Gongora does n o t  advocate  a com­
p l e t e  equ iva len ce  between the two m y th o lo g ica l  b e in g s ,  he does 
m ainta in  the dependence between them and a t  le a s t  once s e t s  up 
a d i r e c t  i d e n t i f i c a t i o n :
Armada e l  hombro de plumas,
Cupido por  las que bate 
a la am biciôn , e s . . . .  11.37, 39 -40 .
I t  i s  n o t  u n t i l  the n in th  page o f  h is  a r t i c l e  that Loughran
66re c o g n iz e s  th e ir  c o m p a ra b i l i t y :
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Just as l in e s  three and s ix  o f  th is  s e c t i o n  
are  p a r a l l e l  c o n s tru c t io n s ,  so are l in e s  
fou r  and seven.. In l in e  fou r  Diana i s  
l ikened  m etaph or ica lly  to the pa in less  
sh a fts  o f  Cupid, which in s p ir e  d e s ire  in  
the hearts  o f  t h e i r  v ic t im s .  In l in e  
seven the i d e n t i f i c a t i o n  i s  completed.
Here, the fea thers  o f  the arrows in  her 
q u iv er  are seen as Cupid* s wings, the 
analogy stemming from her seemingly 
c a p r ic i o u s  method o f  hunting and her 
covetou sn ess .
This admission appears la t e  in  Loughran's a r t i c l e  and he seems 
n o t  to have n o t ic e d  in  e a r l i e r  d is cu ss io n  the even c l o s e r  com­
p arisons  made in  y e t  another romance.
One year  a f t e r  'O jo s  eran f u g i t i v o s ' ,  in  1620, Góngora 
wrote 'P o r  la s  fa ld a s  de A tlan te '  (number 8 3 ) ,  a romance which 
renews the Cupid/Diana co n tro v e rsy .  I  have a lready  d iscu ssed  
t h is  romance in  an e a r l i e r  s e c t i o n  with re feren ce  to  Diana as 
the h untress . This i s  the a sp ec t  a ls o  emphasized by L ough ran :^
she i s  an enigma to  men and a source o f  
m ild  i r r i t a t i o n  to Cupid
and h is  argument i s  that here Cupid again t r i e s  to i n f l i c t  r e ­
venge upon h er .  Cupid 's  method i s  to stoke the f i r e s  o f  love  
beneath her baths using h is  a rrow -shafts  f o r  f u e l :
. . .A n o r  fomenta e l  fuego
con la leña de sus dardos
para tem plarle a Xarifa
uno con o t r o  c o n t r a r io :  11 .17-20
and once more to manipulate the environment by d i c t a t in g  the 
words o f  C e l in d a 's  song.
Loughran g iv e s  con s id era b le  thought to th is  romance yet  
he chooses to ignore  a fundamental p o i n t : -  that the poem 
c l e a r l y  i d e n t i f i e s  and fuses the two f ig u r e s  in the words o f  
the song:
'Con arco  y a l ja b a ,
¿quién d ice n  que soy ?
¿el h i j o  de Venus?
¿la hermana d e l  Sol?
¿Quién d icen  que soy?
El h i j o  de Venus;
Dicen b ie n ;
La hermana d e l  S o l ;
Dicen m e jo r .  11 .3 3 -4 1 .
Although Loughran notes  the m a jo r i ty  o f  these  d i r e c t  i d e n t i f i ­
c a t io n s  o f  the two f i g u r e s ,  he seems u n w il l in g  to pursue the 
im p l ic a t io n s  o f  them. In each romance we have seen Cupid and 
e i t h e r  Diana o r  a m ortal cou n terp a rt  o f  her linked  in  such a 
way that they cannot p o s s ib ly  be separa ted . They become as 
one b e in g :  the g r a c e fu l  youth Eros degenerates  in to  a pudgy 
g i r l - c h i l d  cherub; the s o f t  curves o f  the young woman are 
lengthened and strengthened in t o  the a t h l e t i c  boy ishness  o f  
the goddess o f  the chase . The herm aphroditic  and p a ra d ox ica l
nature o f  love  i s  emphasized in  the e s t r i b i l i p  o f  romance 83,
68in  which ' the in h eren t  ambiguity o f  Diana' a ls o  r e v e a ls  that 
o f  Cupid.
Why then are  these two f i g u r e s  so e a s i l y  i d e n t i f i a b l e ?
I think because G óngora 's view o f  the god o f  love  had become 
more r e f in e d  than that o f  the Renaissance p u t to -a r ch e r .  Love 
n o t  o n ly  pursues but can a ls o  f l e e  when pursued. The arrows 
o f  Cupid in  t h e i r  two forms can be p e r f e c t l y  r e c o n c i l e d  with 
those o f  Diana. They wound s i l e n t l y  and can cause e i t h e r  
death o r  r e l i e f .  Furthermore, as th is  whole s e c t i o n  o f  my 
th e s is  aims to show, Góngora 's view o f  Cupid becomes in ­
c r e a s in g ly  com plex. He ceases  in  the romances to be j u s t  a 
c h i l d - l i k e  and i n s i g n i f i c a n t  god and becomes in vo lved  with 
emotions and con cep ts  norm ally  o u ts id e  h is  j u r i s d i c t i o n .
*  it *  *  *
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In both  c l a s s i c a l  and modem l i t e r a t u r e  Cupid has been 
known as a rogue, a cunning t r i c k s t e r ,  always a b le  to o b ta in  
e x a c t ly  that which he d e s i r e s .  His s tren g th  has always been 
h is  a b i l i t y  to manipulate the unsuspecting  l o v e r .  This i s  to 
be found in  i t s  s im p lest  form in  a romance o f  1595, ' Sin Leda 
y s in  esperanza' (number 4 1 ) .  I t  i s  a romance p i s c a t o r i o  in  
which a fisherman i s  to be seen l o s t  i n  thought in  h is  b o a t .
We are  t o ld  that i t  i s  Cupid who d i r e c t s  th is  r e v e r i e :
A c a la r  s a l i ó  sus r e d e s ,
mas e l  h i ju e l o  de Venus
suspendiéndole de o f i c i o
le  condenó a pensamientos. 1 1 .9 -1 2 .
Cupid i s  ab le  to choose h is  r o l e ,  o r  ra th er  Góngora ca s ts  him 
in  many, as s u i t s  the purpose o f  each in d iv id u a l  romance. In 
many o f  the e a r ly  romances Cupid is  g iv e n  a hidden r o l e .  We 
have seen him op era t ing  in  s e c r e t  in  romance 77. The hunting 
scen a r io  i s  h is  r e s p o n s ib i l i t y  y e t  he does not appear in  person 
to S ire n e .  He c re a te s  i l l u s i o n s  to le a d  o th ers  astray  and 
in to  l o v e .  The machinations o f  the m yth ica l  hunt are c o n s id e r ­
ab ly  more complex than the pure thought-m anipulation  we have 
j u s t  n oted ,  and in  a romance o f  1620 (o n e  year a f t e r  number 77) 
the p rocess  becomes even more in v o lv e d .  In romance 82, 'En la 
fuerza de Almería' , he takes an a c t i v e  part in  the n a rra t iv e  
by en ter in g  in  d is g u is e ,  manipulating the la d y 's  emotions and 
fo r c in g  her to re a c t  in  a p a r t i c u la r  way. His purpose i s  to 
t r i c k  C elinda ja  in to  revea ling  her t ru e  f e e l in g s  f o r  her h a l f -  
bro th er  Hacen. This i s  again a r e p e t i t i o n  o f  Cupid 's 
bête  n o i r e ; he cannot bear to be d e f i e d  by p u r ity  and v i r g i n i t y ,
thus :
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C elin d a ja ,  que en sus años 
v irg e n  era ro s a ,  a quien 
d e l  verde nudo la Aurora 
le  desata e l  r o s i c l e r .  11 .13-16
i s  a prime ta r g e t ,  j u s t  as S irene and X a r ifa  a re .  However, h is  
cou rse  o f  a c t i o n  i s  more d i r e c t  than j u s t  a c t in g  as m u sica l  
prompt o r  stage-manager. Here he becomes the p r in c ip a l  a c t o r ,  
d is ca rd in g  h is  own id e n t i t y :
desm intió  su desnudez,
f ia n d o  a un m irto  sus armas,
verde  frondoso  dosel
de un mármol, que n i  L ucrec ia
n i  fuente  d e ja  de se r ,
p l i e g u e  e l  dorado volumen
de sus a las  e l  d on ce l ,
redimiendo c ie g a s  lu c e s ,
que más vendadas más ven . 11 .4 4 -5 2 .
Having taken such pains to d is g u is e  h is  true id e n t i t y ,  he dons 
h is  costume:
. . . u n  l i s t a d o  a l q u i c e l ,  
manto de l A bencerra je ,
Del A bencerra je  luego
co p ia  hecho tan f i e l ,
que lo s  dudara e l  con cu rso ,
equivocado ju e z ,  11 .4 2 -4 3 ,  53 -56.
A l l  these p reparations  are  o n ly  to con v in ce  C elinda ja  that  she 
i s  speaking to Hacen -  ' por no a l t e r a r  a la  mora' -  and he 
persuades her to love  him to the p o in t  where she re v e a ls  her  
innermost thoughts by b lu sh in g :
Extrañando la  d octr in a  
d e l  joven  que hermano c r e e ,  
la vergüenza a C elinda ja  
le  purpureó la t e z .  11 .81 -84 .
Cupid has succeeded in  priming the g i r l  ready f o r  h is  f u l l  
on s la u g h t .  His timing i s  immaculate. At that p o in t  the r e a l
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Hacen a r r iv e s  and Cupid:
s in t i e n d o  e l  d ich oso  p ie  
d e l  que ya conduce amante, 
cuanto  caute ló  e l  p in ce l  
desvanece , y en su forma 
p isan do  nubes se fu e .  11 .92-96
Góngora t a c t f u l l y  and s k i l f u l l y  om its  what now takes p la c e  
between the two l o v e r s .  His purpose f u l f i l l e d ,  Cupid, triumph­
ant, can now d isa p p ea r .
In the above romance the a d v ice  g iven to C e linda ja  i s  that 
o f  the stock  c l a s s i c a l  persuasion to lo v e ,  the topos o f  carpe 
diem from Horace and Ausonius' c o l l i g e ,  v i r g o ,  ro s a s , in  which 
Góngora, no t  le a s t  among Renaissance p o e ts ,  was w e l l - v e r s e d .
The poet advises any g i r l  who i s  s t i l l  ch a ste ,  whether she is  
a p r in cess  o r  a v i l l a g e  la ss ,  to en joy  l i f e  and love  w h i le  she 
s t i l l  has her youth and beauty. I t  i s  f a i r l y  commonplace 
adv ice  to be given  to  women, but Góngora uses i t  to a d i f f e r e n t  
purpose in  one o f  h is  romances. In romance 71, ’ Al campo 
s a l i ó  e l  e s t í o '  , d a t in g  from 1614, Cupid p resses  the same kind 
o f  a d v ice  on a young man, because he has no means o f  ensnaring 
him with one p a r t i c u l a r  g i r l ' s  beauty . The adv ice  i s  vaguely  
menacing here, p o s s i b l y  because i t  s ig n a ls  the i n e v i t a b le .
.Amor meets a young t r a v e l l in g  reaper  on the road and they f a l l  
in to  con v ersa t ion .  T h is  young man i s  the exa ct  counterpart  o f  
the women Cupid has a lre a d y  a tta ck ed .  He too i s  determined to 
remain, i f  not c h a s te ,  at  lea s t  a b a ch e lo r ,  as he t e l l s  Amor:
Si l o  mejor ya te  d i ,  
que en tus a l t a r e s  humea, 
v u e lv a  yo, Amor, a la a ldea  
tan l i b r e  como s a l í .  11 .25 -28 .
A f t e r  such a ch a l le n g e  Amor w i l l  no t  a l lo w  him to escape .
Góngora r e v e a ls  f o r  c e r t a in  that the reaper  i s  handsome: he i s  
d escr ib ed  as a ' s e r a f ín  l a b r a d o r ' . An anonymous commentator 
o f  another Góngora romance t e l l s  us that 'ab ra sa d a  de amor, que 
eso s i g n i f i c a  s e r a f ín ’ .  ^ He i s  o f  such m arve l lous  beauty :
¿ . . . s i  la t i e r r a  dos a dos 
émulos l i l i o s  aborta  
d e l  p ie  que lo s  engendró, 
porque no p is e  r a s t r o j o s  
la  Alba de V i l l a  Mayor,
Sol de U clés ,  y de Cupido
e l  más lu c i e n t e  arpón? 11 .14-20 .
He i s  an unusually  e l i g i b l e  young man, so much so that he can 
be regarded as C upid 's  most sh in ing  d a r t ,  because o f  the e f f e c t  
he has on the women he en coun ters .  C up id 's  a d v ice  to him, 
t h e r e fo r e ,  i s  that he should n o t  be so c e r t a i n  that he w i l l  go 
home as f r e e l y  as he l e f t .  He p r e d ic t s  th a t  the young man w i l l  
return  home with many h earts  in  tow, because Cupid has decided 
to have h is  own way in  the m a tte r ;  h is  purpose f o r  the day i s :
A segar
más almas con e l  mirar
que tú con la hoz e s p ig a s .  11 .22 -24 .
Cupid i s  go ing  to make the ' s o u ls '  f a l l  in  lo v e ,  (here  im plied ) 
n o t  with lo v e  i t s e l f  but with the m irar o f  the young reaper .
I t  seems that Love i s  a l l -p o w e r f u l  and can manipulate the 
w i l l  o f  m orta ls  as he p le a s e s .  He may g iv e  them u n s o l i c i t e d  
a d v ice ,  o r  he may withhold  i t  u n t i l  the d esp a ir in g  lo v e r  begs 
f o r  a s s i s ta n c e  in s p i t e  o f  h is  h o p e le s s n e s s .  A fisherman in 
the romance ' Sobre unas a l t a s  r o ca s '  (number 46, 1600) b r i e f l y  
asks Love what use i t  i s  to be in  love  a t  a l l :
'si aquesta se te  escapa , 
d i ,  Amor, ¿qu é  te  aprovechan 
lo s  vu e los  de tus a la s ,  
las puntas de tus f l e c h a s ? ' 11.41-44
331
Another l o v e r ,  in  ’ ¿G allaré  la  pena mfa?' (1 6 1 9 ) ,  asks the 
l i t t l e  god d i r e c t l y  f o r  a d v ice  in the e s t r i b i l l o  to  the romance, 
'¿Qué me a co n se ja s ,  t o o r ? '  .
The f i r s t  three  stanzas o f  the romance are f u l l  o f  ques­
t io n s  to  Cupid; should he be s i l e n t  o r  shout o u t ,  i s  ambition 
f o o l i s h ,  w i l l  anyone l i s t e n  to  him?, and so on . The fourth  
and f i n a l  stanza i s  a la s t  desperate  a s s e r t io n  on the l o v e r ' s  
p a r t .  He again requests  that  Cupid should a d v ise  him; he i s  
t i r e d  o f  asking and t r i e s  to  sound determined: 'N iñ o  d io s ,  tú 
me a c o n s e j a s ' .  Cupid the god, he says , w i l l  know a l l  the th ings 
that Cupid the c h i l d  does n o t .  He w i l l  be aware o f  what l i e s  
in  the h earts  o f  both the lo v e r  and h is  lady .  Cupid i s  the 
on ly  one in  th is  unique p o s i t i o n  and i s  th e r e fo r e  the most 
q u a l i f i e d  to a d v ise  him on h is  amorous problem. Yet there i s  
no r e p l y .  As c a p r ic io u s  as ever , Love den ies  h is  wisdom to 
those who most req u ire  i t .
I t  may not be such a good thing f o r  a lo v e r  to turn to him 
f o r  a d v i c e .  We need only  look  back a t  romance number 1, ' Ciego 
que apuntas y a t i n a s ' , to see how fa r  he can m is lead  a l o v e r .
I t  would seem that there i s  l i t t l e  sense in  asking the b l in d  
god to  lead  an a lready  b linded  lo v e r .  In p a r t i c u l a r  Góngora 's 
e a r ly  romances a c t  as a l i t e r a r y  p roo f  that to f o l l o w  C upid 's  
guidance i s  o f t e n  d is a s t r o u s .  The question  remains, i s  Cupid 
always so obtuse and wrangling in  h is  dea l in gs  with lovers?
Is  th ere  any p r o o f  a t  a l l  that  the god o f  love  a c t u a l l y  a s s i s t s  
lo v e r s ,  o r  does he always j u s t  provide  pain and o b s t a c l e s  to 
happ iness?  The answer is  that  in Góngora 's romances he does 
both, a cco rd in g  to the p o e t ' s  esteem f o r  the l o v e r s  he i s  
c r e a t i n g .  Cupid i s  seen to p lease  h im se l f ,  but on ly  in answer 
to G ón gora 's whims.
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A fa v o u r i t e  t o p i c  o f  the p oet  i s  the f o l l y  o f  lo v e ,  and 
he presents  a l l  the f o o l i s h  l o v e r s  o f  h is  romances in  a b u r ­
lesque mode, a l l  fa c in g  o n ly  a d v e r s i t y .  Such a p a ir  o f  l o v e r s  
are  Hero and Leander in  the 1589 romance 'A r r o j ó s e  e l  m ancebito '  
(number 2 7 ) .  Heropromises s a c r i f i c e s  and perfumes to the gods 
i f  they w i l l  keep Leander s a fe  in  h is  marathon swim a c r o s s  the 
H e l le sp on t .  In s p i t e  o f  her  devout (a lthough  u lt im a te ly  l u s t -  
d r iv en )  prom ises:
. .  .Amor, como l l o v í a  
y estaba en cu e ro s ,  no acude, 
n i  Venus, porque con Marte 
es tá  cenando unas ubres . 11 .45 -48 .
When the gods p lease  them selves, then humanity i s  abandoned to 
i t s  f a t e .  Géngora emphasizes the burlesque elements by g iv in g  
t r i v i a l  reasons f o r  the gods ' r e fu s a l  to a s s i s t ;  Cupid does  not 
want to go ou t  in  the ra in  w ith  no c lo t h e s  on, and Venus i s  too 
busy with her own l o v e - l i f e .
I t  can be seen that Cupid p lea ses  h im se l f  in  these m a tte rs .  
Were he to d e s i r e  to overcome Hero l ik e  Diana, then he would 
have perhaps r isk ed  a soak ing , but Hero i s  a lready  won and her 
l o v e ,  because o f  i t s  p h y s ic a l  na tu re ,  i s  o f  l i t t l e  consequence 
to  the c h i l d - g o d .  Yet Cupid i s  prepared a t  times in the 
romances to go to extremes to he lp  ou t  m orta ls  in  d i s t r e s s ,  
p a r t i c u l a r ly  when they can be converted  to lo v e rs  in  the 
p r o c e s s .  Perhaps the b e s t  example i s  romance number 48, ' En 
un p a s to ra l  a lbergue ' (1 6 0 2 ) .  The opening s i t u a t io n  resem bles 
se v e ra l  we have seen a lr e a d y ;  A ngé l ica  has spumed a l l  s u i t o r s  
and Cupid has a s co re  to  s e t t l e ,  ly in g  in  ambush f o r  her  l i k e  
a serpent in  the long g r a s s :  ' se esconde tra s  las rosa s '  . 
However, once h is  w i le s  have begun to ensnare her, he i s  more
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than w i l l in g  to help  her tend the wounded Medoro:
Amor le  o f r e c e  su venda,
para l i g a r  sus h e r id a s :  11.41, 43.
When envy t r i e s  to encroach in to  the l o v e  a f f a i r ,  Love d r iv e s  
i t  away:
iQue bien  la  d e s t ie r r a  .Amor, 
haciendo la  cuerda a z o te ,  
porque e l  caso  no se infame 
y e l  lugar no se in f i c i o n e ' .  1 1 .8 9 -9 2 .
His a s s is ta n ce  in  th is  case  shows how Gongora p e rce iv e s  Cupid 
as a b a s i c a l l y  k in d ly  c h i ld  in  c e r ta in  c ircum stances , q u ite  
u n lik e  the c a l lo u s  god o f  o t h e r s .  I t  i s  u sua lly  in  the bur­
lesque poems that Cupid a c t s  harshly  towards those lo v e rs  whom 
Gdngora d e p ic ts  as f o o l i s h .  Where the ch a ra cte rs  in s p ir e  more 
o f  the p o e t 's  adm iration , there he (C upid) p ro te c ts  th e ir  
in t e r e s t s ,  and, o f  course , h is  own.
*  *  *  *  *
I t  i s  as true o f  the Golden Age as  o f  the Renaissance that 
love  between man and woman was o f t e n  taken as a means to  lead 
the mind to a h igher  type o f  lo v e .  D ante 's  love f o r  B eatr ice  
and P e tra rch 's  lov e  f o r  Laura were to be viewed as part o f  a 
d iv in e  scheme, w ith in  the works o f  each p o e t ;  n e o -P la to n ic  
lo v e s ,  pure and ch aste , which led  the l o v e r ' s  thoughts heaven­
wards and towards God. M ystic  poets  l a t e r ,  in the same neo^ 
P la to n ic  ve in , expressed t h e i r  exp er ien ce  o f  Divine Love in 
s e cu la r  terms, using man's love  (even sensual lo v e )  f o r  woman 
as a metaphor to d e scr ib e  the type and in t e n s i t y  o f  t h e i r  
m y s t ica l  e x p er ien ces .  Both San Juan de la Cruz and Santa 
Santa Teresa de Jesus adapted the id ea s  and metres o f  t r a d i t io n a l
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love  poetry  to ex p ress  what was o therw ise  in e x p r e s s ib l e .
Góngora must have been fa m i l ia r  with the p o e try  o f  these two 
p oe ts ,  whose poems are  sometimes a l l e g o r i e s  w r i t te n  w ith in  
the g u ise  o f  pure s e n s u a l i t y . ^
Góngora, n e v e r t h e le s s ,  even though h im s e l f  in  ho ly  o r d e r s ,  
made no attempt to  f o l l o w  t h e i r  example. In  G óngora 's sonnets 
and c e r t a i n  o f  h i s  romances the p ra ise  o f  woman i s  g r a tu i t o u s ,  
o f t e n  leading  to  thoughts o f  ca rn a l ra th er  than Divine Love. 
Nowhere in  G ón gora 's poetry ,  in  s p i t e  o f  a l l  the precedents  in 
Santa Teresa, San Juan and even Fray Luis de León, are human 
and d iv in e  lo v e  e i t h e r  a s s o c ia te d  o r  in te r ch a n g e a b le .  Amor i s  
never to  be viewed in  h is  poetry  as in  any way a n g e l i c ,  as 
Santa T e re s a 's  imagery a s s o c ia t e s  a young seraph with the dart 
o f  D ivine L o v e . ^  C uriously  enough, however, Amor/Cupid does 
j o i n  the o rd ers  o f  the Church in  one romance.
'Aunque en t ien d o  poco g r ie g o '  (1610) i s  a burlesque master­
p ie ce  in  which Cupid i s  d es c r ib e d  in  the r o l e  o f  a sex ton :
. . .h e c h o  s a c r is ta n  Cupido
l e  c o r r i ó  e l  v e lo  a l  r e t a b l o .  11 .107 -08 .
E n t ire ly  j o c u l a r  in  tone, the idea o f  a pagan god as a member 
o f  the Roman C a th o l i c  Church i s  an a b su rd ity  matching the tenor 
o f  the whole poem. This i s  the s in g le  e c c l e s i a s t i c a l  o r  
C hr is t ian  d iv in e  r o l e  in  which the l i t t l e  pagan god i s  found 
in  Góngora 's romances. In s p i t e  o f  the a s s o c i a t i o n s  with 
d iv in e  and m y s t i c a l  love  as noted above, Góngora never p la ces  
Cupid in  the s e ra p h ic  r o l e  even in  the romance ' De la sem illa  
c a í d a ' . As the poem was w r i t te n  f o r  the b e a t i f i c a t i o n  c e l e ­
b ra t io n s  f o r  Santa Teresa held in  1614, t h i s  i s  s u r p r is in g .
.In exp lan ation  f o r  th is  avoidance  o f  an o b v iou s  comparison may
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be that G6ngora wished to keep the two types o f  lo v e  -  human 
and d iv in e  -  a b s o lu te ly  separate  from one another w ith in  h is  
p o e t i c  scheme. One can on ly  sp ecu la te  on the reasons behind 
i t .  Gongora may have possessed  too g rea t  a r e s p e c t  f o r  the 
concept  o f  d iv ine  lo v e  to a s s o c i a t e  i t  w ith  a pagan system o f  
worship. Moreover, had he done so i t  might have brought down 
the censure o f  the Church upon him. Once b e fo r e ,  in  1587, he 
had been questioned  by Church a u t h o r i t i e s  about the nature o f  
h is  p o e tr y .  He returned the re p ly  that h is  poetry  was se cu la r  
due to h is  lack o f  t h e o lo g i c a l  learning and d e s ir e  to avoid  
the s in  o f  heresy , but fu r th e r  su sp ic ion  la t e r  in  l i f e ,  under 
a le s s  sympathetic b is h o p 's  eye ,  might have been i l l - a d v i s e d .
Gongora 's  usual c a r e f r e e  p o e t i c  in d i f f e r e n c e  toward 
Church m atters ,  a t  le a s t  w ith in  the romances g e n e r a l ly ,  coupled 
with the h in t  o f  humour and mimicry o f  the exclam atory l in g ­
u i s t i c  s t y l e  o f  Santa Teresa, suggest that  i t  was n ot  f o r  
fe a r  o f  being d i s r e s p e c t f u l  to the concept  o f  d iv in e  love  that 
Gbngora d id  not a s s o c i a t e  Cupid with the seraph. The metaphor 
o f  sexual love  f o r  d iv in e  love  was by that time so freq u en t ly  
used th a t  i t  i s  a l s o  u n l ik e ly  that Gdngora avoided i t s  use f o r  
fea r  o f  censure ov e r  b r in g in g  the Church in to  i l l  repute . I t  
may perhaps have been that very  frequency o f  use which persua­
ded G6ngora to avo id  the, by now, overworked comparison in  h is  
p oe try .  Gdngora was not u su a l ly  daunted by overworked t o p i c s ,  
but h is  usual method was to burlesque them in  a l l  th e ir  
a s p e c ts .  To do so in  th is  in s ta n ce  would have been h igh ly  
in a p p rop r ia te .
*  *  *  *  *
Probably the most o r i g i n a l  r o l e s  in  which Cupid i s  c a s t  
by G&ngora those which f o l l o w .  In some romances the poet  en­
v is a g e s  not  one but a swarm o f  minor Cupids; c u p i d i l l o s . In 
'  A un tiempo dejaba e l  s o l '  (number 56, 1605) they are s c a t ­
t e r i n g  f low ers  l ik e  cherubs on a baroque c e i l i n g :
Un du lce  l a s c i v o  enjambre 
de h i ju e l o s  de la  D iosa , 
v ert iend o  nubes de f l o r e s  
jazmines l lu e v e n  y r o s a s .  11 .97 -100 .
They appear again  in  1622, ' La c i t a r a  que pendiente ' (number 90)
De g o lo s o s  c u p i d i l l o s
mudo la coron a  enjambre, 11 .25-26
and a ls o  in  a romance I s h a l l  exam ine  la t e r " ,  ' En un p a sto ra l  
a l b e r g u e ' :
Corona en l a s c i v o  enjambre 
de C u p id i l l o s  menores 
la  c h o z a , . . .  1 1 .8 1 -8 3 .
I t  should be noted that in  th e se  three q u o ta t io n s  taken from 
romances o f  1602, 1605 and 1622, the voca b u la ry  and phrases 
used are alm ost i d e n t i c a l ,  e x c e p t  that in  the e a r l i e s t  o f  the 
th re e  (g iv e n  la s t  here )  the metaphor i s  taken even fu r th e r  and 
the  swarm o f  Cupids i s  d e s c r ib e d  a s :
. . . b i e n  como a b e ja s ,
hueco tro n co  de a l c o m o q u e .  11 .83 -84 .
The a s s o c i a t i o n  o f  Cupid and Bee, and Bee with love  seems 
to  have f i r s t  emerged in  G ongora 's  work with t h is  poem and 
continued  alm ost u n t i l  the end o f  the p o e t ' s  l i f e .  The l ink  
between the two, apart from b o th  being small and winged, i s  
th a t  both Bee and god have a t in y  s t in g ,  alm ost im percept ib le
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on wounding, but which causes a g rea t  inflammation. A b r i e f  
but very  important passage i l l u s t r a t i n g  th is  r e la t i o n s h ip  i s  
found in  ' Esperando estan  la rosa ' (number 61 ),  w r i t t e n  in 
1609:
. . . e l  Cupido de las  f l o r e s  
es la  abeja y ,  s i  lo  es,
« sus f le ch a s  abrev ia  todas
en e l  ag u i jón  c r u e l .  11 .29-32 .
Here the r e la t i o n s h ip  between the two i s  se t  ou t  e x p l i c i t l y  
and i t  o c cu rs  again  a y ear  l a t e r  in  *Ape6 se e l  C a b a l l e r o ' .
The f i n a l  e s t r i b i l l o  o f  th is  romance develops the co n ce p t  even 
fu r th e r .  In t r a d i t i o n a l  re franes  the verb p ica r  o f t e n  bore 
sexual c o n n o t a t i o n s ,7  ^ and here th is  i s  employed to  add deeper 
a l lu s io n s  to the t a l e  o f  the g i r l  who looks  a f t e r  the bees :
que una abeja le  l l e v a  la  f l o r  
a o t r o  mejor colmenar, 
p i c a r ,  p ica r ,
que ce rq u ita  está  e l  lu ga r .  11 .111 -14 .
This romance dates from 1610. Yet another, from 1614, ' Cuatro 
o s e i s  desnudos hombros' (number 70 ),  sees the Bee a r r iv i n g  on 
on ly  to k i s s  the g i r l  and not to harm her with i t s  s t i n g :
tan d u lce ,  tan natu ra l,
que abe ju e la  alguna vez
se c a l ó  a besar sus la b io s
en las  hojas de un c la v e l  11 .41 -44  •
y e t  the sexual con n ota t ion s  are s t i l l  p resent, hidden w ithin  
t h i s .
Once the sexual r o l e  o f  the Bee/Cupid has been e s ta b l is h e d ,  
i t  i s  used a t  alm ost every  fu r th e r  appearance o f  the ch a ra c te r .  
Although the s t in g in g  ( th e  idea o f  p en e tra t ion )  does n ot  come 
through h ere ,  the idea  o f  the ca rn at ion  as sym bolic  o f  the
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g i r l ' s  maidenhood has a lread y  been n oted  in  o th e r  romances and 
73i s  i m p l i c i t .  The most im portant m a n ife s ta t io n  o f  l o v e ' s  
s t in g  i s  in  romance number 66 , ' C l o r i s  e l  mas b e l l o  grano' , 
where the whole poem r e v o lv e s  around Cupid in  the r o l e  o f  the 
Bee. He i s  a ls o  d e s c r ib e d  as a c u p i d i 1 l o , fo l lo w in g  the pattern  
o f  the e a r ly  examples*
G lo r lo s o  C u p i d i l l o ,  
en las ramas de un jazmin 
co lg a n d o  sus a g r id u lc e s  
instrum entos  de h e r i r .  11 .61 -64 .
The n a rra t iv e  o f  th e  poem i s  th a t  the Bee s t in g s  C lo r i s '  f in g e r  
as she tends her garden :
E ntre  e s to s  nudos a b e ja ,  
que haciendo puntas m i l ,  
t r a t a r  qu iso  como a f l o r  
a un ru ise ñ o r  carm esí ,
Un dedo p i c ó ,  e l  menor 
de la  arquitecfca g "enti l ,  
ju z g á n d o le  qu inta  h o ja
de una b lanca f l o r  de l i s ,  11 .17-20 , 25-28.
I t  i s  in t e r e s t in g  to  note  here that  a lthough i t  i s  suggested 
that  they are synonymous, Cupid and the Bee do in  f a c t  play 
d i f f e r e n t  r o le s  f o r  a w h i le .  The Bee s t in g s ,  Cupid s i t s  on 
the jasmine and watches the event which he had planned:
Mal venerado e l  Amor
de e s te  romo s e r a f í n ,
su s  armas envainó todas
en  e l  a g u i jó n  s u t i l  11 .41 -44 .
At the very  l e a s t  Cupid in c o r p o r a te s  a l l  the venom o f  h is  darts  
in to  the B ee 's  s t i n g ;  the reason f o r  h is  d e s ir e  to wound C lo r is  
i s  the same as a lw ays .  C lo r i s  has n o t  paid s u f f i c i e n t  a t t e n t io n  
to the p ra ise  o f  l o v e  and Cupid does not  l i k e  to be ' mal 
v e n e r a d o ' .
339
The whole romance i s  extremely s u b t le ,  a lm ost tender. Never­
th e le s s ,  a lthough  the s e x u a l i ty  o f  the Bee i s  w ell  concea led , 
the t r a d i t i o n  which runs through G6n g o r a 's  romances means that 
we cannot ig n o re  i t .  In  in te r p r e t in g  any amorous romance o f  
the s u b t le t y  d isp la y ed  in  th is  one , care  i s  needed. An example 
can be made by studying one p a r t i c u la r  commentary on the 
romance, as Jammes does in h is  a r t i c l e  ' Le romance "C lo r i s  e l  
mas b e l l o  g ra n o"  de Góngora' . ^ Jammes examines an anonymous 
commentary o f  the romance and proves i t  to  be overzea lous  in  
i t s  i d e n t i f i c a t i o n  o f  sexual a l l u s i o n .  Jammes i s  q u ite  w i l l in g  
to agree th a t  the f low er  imagery su ggests  v i r g i n i t y  and the 
b leed in g  f i n g e r ,  lo s s  o f  the same, however he i s  r ig h t ly  scep ­
t i c a l  o f  the long and invo lved  exp la n a tion s  g iven  f o r  r e l a t i v e l y  
sim ple words and passages. Jammes's c o n c lu s io n  i s  that the 
commentator i s  try ing  rather  too  hard to  p in po in t  the f in e r  
d e t a i l s  o f  a l i a i s o n  between the poet and a rather w i l l in g  lady 
in  a garden in  Granada, f o r  which there i s  no rea l  b iog ra p h ica l  
p r o o f .
The Bee-Cupid i s  one o f  the most d e l i g h t f u l  o f  Gongora's 
c r e a t i o n s .  I t  enables the poet to  handle amorous and sensual 
m a ter ia l  w ith  a f in e s s e  and d e l i c a c y  th at  perhaps o th er  meta­
phors would n o t  have a llow ed . I t  i s  in c luded  in  seven romances 
spanning twenty years .
*  ic *  *  -k
In the prev ious  s e c t i o n  we noted a large  amount o f  r o l e ­
swapping between Cupid and the Bee, to the extent  that the two 
a t  times became v i r t u a l l y  synonymous. This  a ls o  happened in 
one o f  the more t r a d i t io n a l  r o l e s ,  where Cupid and Diana became 
i d e n t i f i e d  a t  times. I t  i s  n o t  o n ly  in  ch a ra cte r  that such 
l ik e n e sse s  o c c u r .  This tra n s fe ren ce  o f  t r a i t s  can happen with
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o t h e r  a t t r ib u t e s ,  and in  p a r t ,  ra th er  than as a whole. In 
number 83, ' Por las  fa ld a s  de A t la n te ’ (1 6 2 0 ) ,  X a r i f a ' s  eyes 
take on the e f f e c t  o f  C up id 's  arrows as they p ie r c e  and win 
the h e a r t  o f  the o n look er
cuantas deben hoy 
vu estra  m irar almas, 
f i e r a s  vuestro arpon, 
e l  r e in o  l o  diga 
donde mis por vos 
t i e n e  que e l  X a r i fe  
v a s a l l o s  Amor. 11 .60 -66 .
This same tra n s fe ren ce  o f  the t r a i t s  o f  Cupid to another 
o c c u r s  in  nunber 84 , 'M in g u i l la  la siempre b e l l a ' , w r it ten  in  
the same year as the above romance. She i s  d es cr ib ed  a s :
la que dulcemente a b re v ia ,  
en l o s  o rbes  de sus o j o s ,  
s o le s  con  f l e c h a s  de lu z ,
Cupidos con rayos de o r o ;  1 1 .5 -8 .
This time M in g u i l la 's  eyes are n ot  arrows but a c t u a l ly  l i t t l e  
C u p ids .
*  *  *  *  *
Gongora 's p o r tra y a l  o f  Cupid in  h is  romances shows a r e ­
markable ju x t a p o s i t i o n  o f  the t r a d i t i o n a l  ( c l a s s i c a l ,  Petrarchan, 
m y th o lo g ic a l  and p opular)  w ith  the in n o v a t iv e .  Once again  i t  
seems that there  were no l im i t a t io n s  to h is  im agination , as one 
r ic h ly -w o r k e d  metaphor gave r i s e  to a h os t  o f  o t h e r s .  In th is  
a n a ly s i s  o f  the f i g u r e  he canbe seen in  the r o le s  o f  tyrant and 
churchman, god and i n s e c t .  I f  noth ing more, one may marvel a t  
the n o v e l  d i v e r s i t y  o f  these r o l e s .  Each one i s  worked out 
c a r e f u l l y ,  t r i e d  and t e s t e d  u su a lly  more than once , and severa l 
are d eve loped  to  a h ig h ly  sym bolic  l e v e l .  Perhaps the most 
s t r i k i n g  fe a tu re ,  however, i s  the thread o f  c o n t in u it y  which
runs throughout the more important years o f  Gongora 's p o e t i c  
c a r e e r .  Cupid i s  n e i t h e r  a major nor a minor f ig u r e  in  
Gdngora’ s romances. He i s  j u s t ,  l ik e  the theme o f  l o v e  in
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the romances, everpresen t
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NOTES TO CHAPTER VII
1 M. Díaz R oig , El romancero v i e j o , 2nd e d i t i o n  (Madrid,
Cátedra, 1977), p .267 .
2 E. L . R ivers  e d i t i o n  o f  P oesías  c a s t e l la n a s  com pletas ,
p .196 .
3 ' No es b lan co  c o ro  de n in fa s '  ( 1 . 5 )  i s  denied by l in e s  13
and 14:
A legres  c o r r o s  t e j ía n  
dándose las  manos b la n ca s .
4 H esiod , Homeric Hymns and Homerica, t ra n s la te d  by
G. E velyn - 'Jh ite  (London, Heinemann, 1914, rep r .  1929), 
p .4 5 2 -5 3 .
I  s ing  o f  Artemis, whose sh a fts  are  o f  g o ld ,  who de­
l i g h t s  in  archery , own s i s t e r  to A p o l lo  with the 
go lden  sword. Over the shadowy h i l l s  ana windy peaks 
she draws her golden  bow, r e j o i c i n g  in  the chase, 
and sends ou t  her g r iev ou s  s h a f t s .  The tops o f  the 
h igh  mountains tremble and the tangled  wood echoes 
awesomely with  the o u tc r y  o f  b e a s t s :  earth quakes 
and the sea a ls o  where f i s h e s  s h o a l .  But the 
goddess w ith  a b o ld  heart  turns every  way d e s tro y in g  
the ra ce  o f  w i ld b e a s t s :  and when she i s  s a t i s f i e d  
and has cheered  her h ea r t ,  t h is  huntress who de­
l i g h t s  in  arrows s lackens  her supple  bow and goes  to 
the g r e a t  house o f  her dear b ro th e r  Phoebus A p o l lo ,  
to the r i c h  land o f  Delphi, there  to o rd er  the l o v e l y  
dance o f  the Muses and G r a c e s . . . .
5 See E. Randam Rogers a r t i c l e  'The hunt in  the romancero. . .'
6 J Caro B aro ja , V E s  de o r ig e n  m í t i c o  la  " ley en d a "  de la
serrana de la vera? '  , R evista  de d i a l e c t o l o g í a  y
t r a d i c i o n e s  popu lares , Madrid, 2 (1 9 4 6 ) ,5 6 8 -5 7 2 ,  p.572
6 See my a n a ly s is  o f  'F r e s c o s  a i r e c i l l o s '  f o r  reasons f o r
her vow, chapter  V I I I .  Artemis asks o f  Zeus:
'G iv e  to  me to keep my maidenhood, Father, f o r e v e r : . . .  
and g iv e  me s ix t y  daughters o f  Oceanus f o r  my c h o i r  -  
a l l  n in e  years  o ld ,  a l l  maidens y e t  ungird led '
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8
9
10
11
12
13
14
15
16
17
18
Callimachus and Lycophron, t r a n s la t e d  by A. W. Mair, 
(London, Heinemann, 1921), Callim achus ' Hymn to 
A rtem is , p .6 0 -6 1 .
Apparently  u n t i l  the time o f  Homer the goddess was not
known f o r  her c h a s t i t y .  I t  would seem that examples 
such as the serrana may then have come down from an 
e a r l i e r  c u l t  form o f  worship o f  the goddess .
I t  i s  thought that  the ta l e s  o f  the Greeks were based on 
s t o r i e s  about Sarmatian women (Southern  Europe,
4th  century  BC to 4th  century  AD) who fought in  wars 
and cou ld  not marry u n t i l  they  had k i l l e d  one enemy 
in  b a t t l e .  Many were buried  with  t h e i r  weapons. 
Jammes, E tu d e s . . . . p .413 -14 .
La Serrana de la  Vera' in  the romance v i e j o  i s  descr ib ed  as 
her  prey escapes her a s :
................................... ......................  bramando como una f i e r a
Saltando de canto en canto brincando de pena en pe
j u s t  l ik e  a w ild  bea st .  W olf and Hofmann g iv e s  th is
and i t  i s  quoted by M. Diaz R oig , El romancero v i e j o ,
p . 268 .
Fabula de Polifem o in  A lonso , GSngora y e l  P o li fem o, I I I ,  
p .206  and 211.
F-D, I ,  p . 30, n o . 25 (1 5 8 2 ) .
See my a n a ly s is  o f  'F r e s c o s  a i r e c i l l o s '  in  chapter V III ,  
F-D, I ,  p .237 , n o . 142.
See n o te  11.
Jammes, Etudes. . . , p .148 , n .85 e la b o r a t e s  t h i s .
Jammes g iv e s  a fu r th e r  r e fe re n ce  to  th is  same person in
the romance 'Que n e c io  que era  yo a n t a n o ' , 11 .6 1 -6 8 :
•>tc
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D is cre c io n e s  leo  a r a to s ,  
y necedades respondo 
a t r e s  n in fa s  que en e l  Tajo 
dan a l  a i r e  trenzas  de o ro ,  
y a la que ya v io  P isuerga, 
la  a l ja b a  pendiente  a l  hombro, 
s e g u ir  la casta  Diana 
y e c l i p s a r  su hermano r o j o .
19 There i s  doubt about the date  o f  1599. See Carreño e d i t i o n
n o te  on p .276 and A r t ig a s ,  'S e m b la n z a . . . '  :
Decíamos que aquel v i a j e  a P alencia  fue e l  primero de 
una s e r i e .  Desde 1590 hasta 1617 no cesa  de v i a j a r  
p or  t i e r r a s  de España con un motivo u o t r o .  p .18 .
He puts i t  a t  about 1590 o r  a t  l e a s t  the e a r ly  1590s.
20 Jammes, Études. . . , p .276 -81 ,  408 -9 , 427-31 .
21 There i s  some argument as to which i s  which. M i l l é  says :
. . . s e  d i c e  que C lo r is  era doña Catalina de la Cerda, 
de quien estaba don Luis enamorado. Nada se sabe de 
e s t o  (A r t ig a s ,  Don Luis de Góngora, p .4 9 ) .  Pero no 
f a l l a n  o t r o s  te s t im on ios  a n t ig u os .
Others say that C lo r is  i s  in  f a c t  Doña Brianda de la
Cerda and Nais, la Marquesa. E ither way the f a m i ly 's
fa v o u r i t e  pastime cou p les  with t h e i r  name gave Góngora
good o p p o rtu n ity  to pun in  h is  poetry  on the words
cerda  -  cerdo  -  cerdoso  and to compare the son o f  the
fa m ily  w ith  the u n fortunate  Adonis:
A SU HIJO DEL MARQUES DE AIAMONTE, QUE ESCUSE LA
MONTERIA (son n et  1607)
Deja e l  monte, garzón b e l l o ,  no f í e s  
tus años d é l ,  y nuestras  esperanzas; 
que m urallas  de red , bosques de lanzas 
m enosprecian lo s  f i e r o s  j a b a l í e s .
En sangre a Adonis, s i  no fue  en ru b íes ,  
t iñ e ro n  mal c e lo s a s  asechanzas, 
y  en urna breve fu n e ra le s  danzas 
coronaron  sus huesos de a l h e l í e s .
Dexa e l  monte, garzón ; poco e l  lu c ie n te
venablo  en Ida aprovecho a l  mozuelo
que e s t r e l l a s  p isa  ahora en vez de f l o r e s .
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Cruel verdugo e l  espumoso d ie n te ,  
torpe m in istro  fu e  e l  l i g e r o  vue lo  
(no sepas más) de c e l o s  y de amores«
C ip l i ja u s k a ité  e d i t i o n ,  p .236 , n o . 155.
22 Written in  the same y e a r ,  1606, i s  the décima n o . 177 (F-D)
which probably p erp e tu a tes  the love  legend .
DE DONA BRIANDA DE LA CERDA
Flechando v i  con r i g o r  
a vna nyrapha soberana.
En e l  arco  de Diana 
la s  saetas dél A m o r . . . .
C lea r ly  the image i s  the same.
23 I s h a l l  return to th is  décima l a t e r ,  but Bergmann g iv es  an
e x c e l l e n t  d i s c u s s i o n  o f  i t  in  her book Art In s c r ib e d  
(Harvard U n iv e rs ity  Press, 1979 ),  p .2 0 9 -2 5 .
24 Homeric hymn n o .IX .
25 D. K. Loughran po in ts  o u t  that th is  i s  a r e fe r e n c e  to the
naiad Cyrene, a l e s s e r  cou n terp a rt  to Diana ' who aban­
doned domestic ta sk s  in  favour  o f  the hunt' . In a 
note  to page 133 o f  h is  a r t i c l e  he says ' In the ChacSn 
e d i t io n  the o ld  s p e l l i n g  i s  u sed : Syrene' , to prove 
that th is  i s  not i n  f a c t  a reworking o f  the word 
' s i r e n ' .
¿fc> t e m a r e  S o le d a x l ~ L ,  ,  P -i^v e rIr ,y  e c U t o n ,  p c3*8'
27 p  432.
259 Loughran, p .126 -27 .
29 Vélez Guevara g ives  a dandy h u n tress :
Botin argentado ca lza  
media p a jiza  de seda, 
a l t a  basquiRa de grana, 
que descubre media p ierna .
Sobre cuerpos de pa lm il la  
su e lto  airosam ente  l leva  
un capote  de dos  fa ld as  
hecho de la misma m ezcla .
El c a b e l lo  s o b r e  e l  hombro 
l l e v a ,  p a r t id o  en dos crenchas , 
y una montera redonda, 
de plumas b la n ca s  y n egras .
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De una p re t in a  dorada 
dorados f r e s c o s  le  cualgan, 
a l  lado iz q u ie rd o  un c u c h i l l o ,  
y en e l  hombro una e s co p e ta .
Si s a l t e a  con las  armas,
también con lo s  o j o s  sa1 t e a . . . . ( 1 6 1 7 ) .
See Díaz R oig , C1 romancero v i e j o , p .4 0 .
30 Jammes, p .4 3 1 .
32. Compare Soledad I , 11 .545 -47 :
pedazos de c r i s t a l ,  que e l  movimiento 
l i b r a  en la  fa ld a ,  en e l  c o t u m o  e l l a  
de la  coluna b e l l a . . . .
31 Jammes, p .430 .
33 See ch a p ter  IV on the romances m o r is co s  f o r  a le n g th ie r
d is c u s s i o n  o f  t h is  poem.
34 See the s e c t i o n  on ba'hos de amor in  ch a p te r  V on the
romances r ü s t i c o s .
35 Not j u s t  f o r  Gongora. The morena i s  a well-known f i g u r e  in
the romancero v i e  jo  and in  t r a d i t i o n a l  C a s t i l ia n  l y r i c  
p o e tr y .
36 Jammes, p .430 .
37 Jarames, p .414 and 413-33 on the romance v e n a t o r i o .
36 John S k e lton , 1 Garlande o r  ch a p e le t  o f  L a u r e l l ’ , 11.1357-59 
in  the Complete English Poems, e d i t e d  by J .  S ca ttergood  
(London, Yale  U .P .,  1983), p .3 5 0 .
39 Jammes, p .4 4 2 .
40  . . . l a  p o é s ie  cynégétique  a tendance 5 d ev en ir ,  sous 
la  plume de don L u is ,  p o é s ie  de c o m p l a i s a n c e . . . .
40 Thomas B u l f in ch ,  Myths o f  Greece and Rome (1 8 5 5 ) ,  e d i t e d  by
Bryan Holme (A l le n  Lane, 1980 ),  p .1 2 3 .
41 Ovid, Amores, tra n s la te d  by Grant Showerman, 2nd re v is e d  ed.
(London, Heinemann, 1977).
The Art o f  Lov ing , t ra n s la te d  by J .  H. M ozley , 2nd
re v is e d  ed . (London, Heinemann, 1979)
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42 B u lf in ch ,  p .123 .
43 'L ove  lo o k s  not  with the eyes , but w ith  the mind;
And t h e r e fo r e  i s  w ing 'd  Cupid pa inted  b l i n d . '
Shakespeare, A Midsummer N ig h t 's  Dream (London, BBC,
1 9 8 1 ) ,  I  i  11 .234 -35 , p .3 6 .
44 E. Wind, Pagan m yster ies  o f  the Renaissance (New Haven,
1 9 5 8 ) ,  'Amor as god o f  d e a th ' ,  p .1 5 2 -7 0 .
45 P.Ontañón de Lope, p .1 8 0 :
Algunas n o t i c i a s  in s e r t a s  en la s  f o l i o s  78 v ° ,  79 r ° ,  
122 r  , e t c . ,  permiten fech ar  la  mayor p arte  d e l  
m anuscr ito  en tre  l o s  años 1560 y 1568, y p r e c i s a r  e l  
lu g a r  donde fue  compuesto: S e v i l l a .
46 Ovid, Amores. I  i ,  p . 318 -19 :
Arma g ra v i  numero v io le n ta q u e  b e l l a  parabam 
e d e r e ,  m ateria con ven ien te  modis 
par e r a t  i n f e r i o r  v ersu s  -  r i s i s s e  Cupido 
d i c i t u r  atque unum s u rr ip u is s e  pedem.
47 Amores, p . 318-19:
q u id ,  s i  p r a e r ip ia t  f la v a e  Venus arma Minervae, 
v e n t i l e t  accensas f la v a  Minerva fa ce s ?
48 Amores, p . 318-19:
sunt t i b i  magna, puer, nimiumque p o te n t ia  regn a ; 
cu r  opus a d fe c ta s ,  a m b it io se ,  novum?
49 Amores, p . 320-21:
. . . p h a r e t r a  cum p ro t in u s  i l l e  s o lu ta  
l e g i t  in  exitium s p ic u la  fa c ta  meum, 
lu n av itqu e  genu sinuosum f o r t i t e r  arcun,
' quod ' que 'c a n a s ,  v a t e s ,  a c c ip e '  d i x i t  ' o p u s ' . ' .
50 Also romance number 15.
51 Desengaño -  e l  t ra to  l l a n o  y c la r o  con que desengañaríamos,
o la  mesma verdad que nos desengaña.
C ovarrub ias .
See O. H. Green, Spain and the Western T r a d i t i o n .
4 v o l s  (Madison, 1963-66)^ IV, p .4 3 -7 3  f o r  a d is c u s s io n  
o f  t h i s  phenomenon o f  awareness o f  r e a l i t y .
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52 Amores. I  i ,  p .3 2 2 -2 5 :
En ego con fiteor* .  tua sum nova praeda, Cupido;
porrigim us v i c t a s  ad tua iu ra  manus.
n i l  opus e s t  b e l l o  -  veniam pacemque rogamus;
nec t i b i  laus armis v i c t u s  inermis e ro .
n e c te  comam myrto, maternas iunge columbas;
qui d ecea t ,  currum v i t r i c u s  ip se  d a b it ,
inque dato curru , populo clamante triumphum,
s t a b i s  e t  adiunctas a r t e  movebis aves .
ducentur c a p t i  iuvenes captaeque p u e l la e ;
haec t i b i  m agnificus pompa triumphus e r i t .
ip s e  ego, praeda re cen s ,  factum modo vulnus habebo
e t  nova ca p t iva  v in cu la  mente feram.
Mens Bona ducetur manibus post terga r e t o r t i s ,  
e t  Pudor, e t  c a s t r i s  qu id qu id  Amoris o b e s t .  
omnia te  metuent; ad te  sua bracch ia  tendens 
vulgus ' i o '  magna voce  ' triumphe' canet .  
b la n d i t ia e  com ités t i b i  erunt Errorque Furorque, 
adsidue partes  turba s e cu ta  tuas» 
h is  -tu m i l i t i b u s  superos hominesque deosque; 
haec t i b i  s i  demas commoda, nudus e r i s .
53 Wind, p .1 5 2 -7 0 .
54 One o f  the most ce le b ra te d  works on lov e  o f  the Middle
- Ages, Le Roman de la R ose , t e l l s  how the god o f  lo v e  
has two bows -  one f i n e  and one ugly -  and ten arrows -  
f i v e  o f  each type. The go ld en  arrows bestowed Beauty, 
S im p l i c i t y ,  N o b i l i t y  ( f e a t h e r e d  with Merit and C o u r te sy ) ,  
Company and Fair Appearance. The b lack  o r  leaden 
arrows caused Pride , Baseness (p o ison ed  with W ickedness), 
Shame, Despair and New Thought. In c l a s s i c a l  l i t e r a t u r e ,  
the Renaissance and the Baroque p er iod ,  however, 
authors d id  n o t  g e n e r a l ly  indu lge  in  such f i n e  
a l l e g o r i c a l  d i s t i n c t i o n s .  See e d i t i o n  o f  F e l ix  Lecoy ,
3 v o ls  (P a r is ,  Champion, 1965).
55 Amores. I  i ,  p .231 :
Me miserum'. c e r ta s  h a b u it  poer i l l e  s a g i t t a s .  
u ror ,  e t  in  vacuo p e c t o r e  regnat Amor.
56 In the Romancero general v e n d a l le  appears as p ren d a l le .
Several vers ions  o f  t h is  romance e x i s t ,  and Chacon
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denies a u t h e n t i c i t y  to many o f  the f i n a l  quatra ins  as 
p r in ted  in  RG, n e v e r th e le s s ,  c e r t a i n  l in e s  do add 
emphasis to  the t o p i c  o f  love  as more powerful than 
war:
No le  de fendió  e l  escudo 
hecho de f in a s  diamantes 
porque e l  amoroso fuego 
es a l  rayo semejante 
que e l  duro h ie r r o  en sus manos 
le  disminuye y deshace; 
no para en e l  h ie r r o  Amor 
que, s in  e rra r  t i r o ,  sabe 
poner en e l  alma e l  h ie r r o  
y en la  cara la s  se ñ a le s .
Fue tan desdichado en paz
cuanto en la guerra un f i e r o  Marte.
See Carreño e d i t io n ,  p .166 .
57 Here Góngora e la b o ra te s  an idea o f  ' the lo v e r  condemned to
row by l o v e '  from G a rc i la so  de la Vega:
Hablo d ' aquel c a t iv o  
de qu ien  tener se debe más cu idado 
que ' s tá  muriendo v ivo  
a l  remo condenado
en la  concha de Venus amarrado (Canc.V, s t , 7 ) .
A lso in  c o n ju n c t io n  with th is  romance, 11 .73 -76 , note
canc.V , s t . 13:
No f u i s t e  tú engendrada 
n i producida de la dura t i e r r a .
(Pues n a c is te s  en e l  mar 
nadad, Amor, o creed  
que o s  ha de pescar  la  red 
que v e i s  ahora anudar).
58 Amores. I  x , the d e s c r ip t io n  i s :
Love i s  both  a c h i l d  and naked, h is  g u i l e l e s s  years 
and lack o f  raiment are  a s ign  that  he i s  f r e e .
( e t  puer e s t  e t  nudus Amor; s ine  sord ibus  annos 
e t  n u l la s  v e s te s ,  ut s i t  apertus , h abet)  p .5 8 -5 9 .
59 Phineos was a k ing  o f  Thrace who had the dubious g i f t  o f
p ro p h e t ic  powers. J u p ite r  b lin ded  him and sent the 
Harpies to  d e f i l e  h is  ta b le  with t h e i r  excrement.
3 5 0
Carreño, p .1 6 2 ,  note  to  1 .101.
60 See chapter  VII» p a rt  1.
61 Bergmann, p .213 .
62 Bergmann, p .220 .
63 See chapter  V II ,  p a rt  1.
64 Bergmann, p .2 2 1 -2 2 .  N ot ice  here that the q u o ta t io n  g iv es
l in e  5 f o r  l i n e  15.
65 Jammes, p .432 .
66 Loughran, p .133 .
67 Loughran, p .125 .
68 Loughran, p .125 .
69 Jammes, ' Le romance "C lo r i s  e l  más b e l l o  g r a n o ' " ,  LLL.
(1959) 16-36, p .2 5 .
The q u o ta t io n  i s  fem inine because i t  r e f e r s  to C lo r i s .
70 For example:
Véante mis o j o s ,  
d u lc e  Jesús bueno; 
véante  mis o j o s ,  
muérame yo luego;
No quiero contento  
mi Jesús ausente , 
que todo es tormento 
a quien e s to  s ie n te ;  
s61o  me susten te  
tu  amor y deseo , 
véante  mis o j o s ,
which i s  a g l o s s  o f  a se cu la r  song. See An anthology  
o f  Spanish P oetry , p art  I ,  ed ited  by A . Terry 
(O xford , Pergamon, 1965),  p .65 .
71 Santa Teresa b e l i e v e d  her heart to be p ie r c e d  with th is  
flaming d a r t ,  w ielded by an a n g e l i c  and y ou th fu l 
winged c r e a t u r e .  Her e cs ta sy  i s  b e a u t i f u l l y  d ep ic ted  
in  Bernini* s famous scu lp tu re .
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72 See ch ap ter  VI, romances r ú s t i c o s .
73 See a n a ly s is  o f  1M in gu il la  la  siempre b e l l a '  in  chapter  VI.
74 Seventeenth-century  m anuscript, ms 3.884 in  the B ib l io t e c a
N aciona l,  Madrid, d es c r ib e d  by Jammes in  ' Le romance 
" C l o r i s . . .
75 See a l s o  romance 71, a lready  handled in  th is  ch ap ter .
CHAPTER V III
THREE ANALYTICAL STUDIES OF 
ROMANCES AMOROSOS
1 : GÓNGORA' S "EN UN PASTORAL ALBERGUE"
(The Romance de A n g é l ica  y Medoro)
Góngora' s romance appeared in  p r in t  f o r  the f i r s t  time in  the
Vicuña e d i t i o n  o f  h is  work in  1627, under the heading romances
l í r i c o s . I t  i s  dated 1602 in  the Chacon m anuscript, and Bail
su ggests  that i t  was w ritten  n o t  sim ply as an im ita t io n  o f
A r io s t o '  s Orlando f u r i o s o , but a l s o  as an a tta ck  on Lope de V ega 's
work La hermosura de A ngé lica , which appeared in  the same year
as the romance.^ I t s  p op u la r ity  was enormous, with whole l in e s
being l i f t e d  from the romance f o r  use in  the comedias and
nove las  o f  l a t e r  w r i t e r s .  Among the b e s t  known dram atists  are
T irso  and Calderon ( Quien habló pagó, Jornada I and La púrpura
2
de la r o s a . Jornada I I I  are but two examples).*- A v a l le  Arce 
g iv e s  a long l i s t  o f  examples o f  borrow ings from the 'A n g é l i c a  
y Medoro' and R ita  Goldberg shows how i t  in s p ire d  dances in 
the p opu lar  t r a d i t i o n .  One dance in  p a r t i c u l a r  -  'B a i l e  del
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p a stora l '  -  begins with the f i r s t  three complete quatra ins  o f
the romance and a s im ila r  but d e l i b e r a t e ly  a l t e r e d  fou rth
quatrain  b e fo re  i t  abandons the source  m a ter ia l  to become a 
3
comic p a s to ra l  t a l e .  Of t h i s  in t e r e s t in g  p ie c e ,  Goldberg 
4says s
Prueba in c o n t r o v e r t i b l e  es ésta  de la  popu­
la r idad  que gozaban lo s  versos  de Góngora; 
muy con oc id a  t ie n e  que se r  una p oes ía  para 
que se parod ie  ante un pú b lico  poco s e le c t o  
muchos años despúes de haberse compuesto.
So c e le b r a te d  was the romance th at  i t  was accepted  n ot  o n ly  
in to  popular t r a d i t i o n  but a l s o  in to  c u l t o  p oe try .  Gracián 
quotes severa l  l i n e s  from i t  in  Agudeza y  a r te  de in g e n io , 
f i r s t l y  in  'D i s c u r s o  V' as p r o o f  o f  p ro p o r t io n in g :
Fue e s te  c u l t o  poeta c is n e  en lo s  concentos , 
ág u ila  en lo s  c o n c e p to s ;  en toda e sp e c ie  de 
agudeza eminente, pero en é s ta ,  de con tra ­
p rop orc ion es  c o n s i s t i ó  e l  t r iu n fo  de su 
grande in g e n io :  vense  sus obras e n t r e te j id a s  
desta s u t i l e z a :
El cuerpo con poca sangre,
Los o j o s  con mucha noche 
Le h a l l é  en e l  campo aquella  
Vida y muerte de lo s  hombres.
Y lu eg o :
Un mal v iv o  con dos almas,
Y una c ie g a  con dos s o l e s .
and secon d ly  in  ' Discurso XXI' : '
Lo que unas veces se a r r o ja  la exageración , 
o t ra s  v eces  se d e t ie n e  y se modera, que 
como de s í  es tan s o b r e s a l ie n t e ,  n e ce s ita  
en algunas o ca s io n e s  de templarse, y aunque 
d ic e  mucho, pero no todo lo  que iba a d e c i r ;  
de es ta  su erte  cantó  don Luis de Góngora: 
Yerbas l e  a p l i c a  a sus l la g a s ,
Que s i  no sanan entonces ,
En v ir tu d  de ta le s  manos, 
L ison jean  lo s  d o lo r e s .
Carreno t e l l s  us a l s o  o f  a comic r e fe r e n c e  to  i t  in  
E s teb a n il lo  Gonzalez, chapter IV, and quotes the l in e s  to 
which he r e fe r s
Habiéndome informado d e l  camino de Y elbes , 
empecé a marchar a lo  d e l  soldado de Orán; 
y después de haber caminado hasta dos 
leguas, sirv iéndom e de n o r te  una luz  que 
estaba a lg o  apartada, y pensando que fu era :  
algún p a s t o r a l  a lb e rg u e , apresuré e l  paso 
a e l l a .
The re fe re n ce  here i s  to romances which were popular -  the 
s o ld i e r  o f  Orán was a common theme f o r  the rom a n cer is ta s , but 
i t s  use here i s  l i k e l y  to be a d i r e c t  r e fe r e n c e  to G óngora 's 
romance o f  1587 because  i t  complements the m entioning o f  the 
imagery o f  l in e s  63 -64  o f  'A n g é l i c a  y M ed oro ' . However, one 
must be aware that t h i s  i s  n o t  the on ly  time the p o l e s t a r /  
guide imagery i s  used in  Góngora 's p oe try .  A c l o s e r  qu o ta t ion  
to the novela  i s  to be found in  the Soledad Primera, l i n e s  77-83
ta l  d i l i g e n t e  e l  paso
e l  jov en  apresura ,
midiendo la  espesura
con ig u a l  p i e  que e l  ra so ,
f i j o ,  a despecho de la  n ie b la  f r í a ,
en e l  ca rb u n c lo ,  Norte de su agu ja ,
o e l  A ustro  brame, o la  arboleda c r u ja ,
where the l i g h t  from a bonfire a c t s  as a gu ide  to the t r a v e l l e r .  
Another t r a v e l l e r  o f  Góngora 's i s  a ls o  led  to un p a sto ra l  
a lbergue in  an e a r ly  sonnet, number 80, w r i t te n  in  1594. We 
may, then, se cu re ly  take these l i n e s  from E ste b a n i l lo  Gonzalez 
to be a r e fe re n ce  to the poetry  o f  Góngora in  general but not 
s p e c i f i c a l l y  to the two romances, even though th is  might be 
im plied  a t  f i r s t  g la n c e .  What i s  c l e a r ,  i s  th a t  a l l  types o f  
l i t e r a t u r e  o f  the l a t e r  seventeenth  century , both f o r  the
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educated man and the poor  man took the o p p o rtu n ity  to draw on 
th is  m arvellous specimen o f  the romance a r t í s t i c o . The s t y l e  
d e l ig h te d  both the ' vu lgo '  and the ' d octo '  s e c t i o n s  o f  the 
reading p u b l ic  during the seventeenth century , and has become 
an item f o r  debate in  the tw entieth  century .
N everthe less ,  the romance ceased to be p r in ted  when the 
p o p u la r ity  o f  the romancero in  genera l d e c l in e d ,  and i t  was 
not r e p r in te d  u n t i l  Duran inc luded  i t  in  h is  c o l l e c t i o n  o f  
romances, c l a s s i f i e d  under the heading o f  those taken from 
I t a l ia n  poems and n o v e l s .
S ince  the n in e teen th  century  the romance in  question  has 
a t t r a c te d  a t t e n t io n ,  and has appeared in  o th e r  a n th o lo g ie s  o f  
G óngora 's poetry  (J o n e s ,  A lonso )  and in  a n th o lo g ie s  o f  Spanish 
poetry  in  genera l ( T e r r y ) .  I t  i s  even published  alone in  a 
s p e c ia l  annotated e d i t i o n  with commentary by Dámaso A lonso .
With the spread o f  i t s  p o p u la r ity ,  in due co u rs e ,  a number o f  
c r i t i c a l  s tu d ies  appeared, some arranged as n o te s  to the poem 
w ith in  an anthology  ( l i k e  J o n e s 's  Poems o f  Góngora) and o th ers  
as separate  a r t i c l e s  ( B a l l ,  Edwards).^
Dámaso Alonso examines the romance in  the prologue to h is
g
1962 e d i t i o n  o f  A n g e l ica  y Hedoro. This i s  p r im a rily  an 
a n a ly s is  o f  s t y l i s t i c  and r h e t o r i c a l  d e v ice s  w ith in  the romance 
to d isp rov e  the claim that i t  i s  ' n a t u r a l ' .  The poem's a r t i ­
f i c i a l i t y  i s  exp lored  through the use o f  c o n t r a p o s i t io n s  and 
p a r a l le l i s m s ,  a l l u s i o n  and p e r ip h r a s is ,  metaphor, imagery, 
h yperbo le ,  cu lt ism os  and c o n c e i t s ,  and A lo n s o 's  d e c is io n  i s  
that the work i s  ' com plicada , m an ier ista  y a f e c t a d a ' ; i t  i s  a 
’ j u e g o . . . d e  t ip o  c a s i  m a tem á tico ' .  Having looked a t  d e v ic e s ,  
Alonso proceeds to examine how both the themes o f  the poem
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and t h e i r  treatment are a l s o  to  be found in  those la t e r ,  most 
r e p r e s e n ta t iv e  works o f  gongorism , the Soledades and the 
Fábula de Polifemo y G a latea . The s to ry  i t s e l f  he regards as 
m a te r ia l  f o r  the i n t e n s i f i c a t i o n  o f  the theme o f  beauty, w h i ls t  
the triumph o f  peace ov e r  war and country ov e r  co u r t  are  sub­
themes h e lp in g  to r e in f o r c e  the p ic tu r e  o f  freedom and en joy ­
ment o f  l o v e .
Both E. M. Wilson and R. 0 .  Jones have g iven  us analyses 
o f  the romance, but they adhere more to  a con tex tu a l  ra ther  
than a s t y l i s t i c  e x p lo r a t i o n  o f  i t ,  attem pting to  exp la in  f o r  
th e ir  readers  the more complex and le s s  e a s i l y  understood areas 
o f  the t e x t .  J o n e s 's  v iew  o f  the poem i s  that  nature a c t s  as 
a r e fu g e  from the two e v i l s  o f  c o u r t ly  l i f e  and war' and that 
the end p rov ides  a ' q u ie t  comment on the precar iou sn ess  o f  
human happiness ' . W ilso n 's  a n a ly s is  i s  more thorough and in  
depth, but h is  c o n c lu s io n  i s  the same -  that  A ngélica  y Medoro
Q
' e x p resses  the in t e n s i t y  and preca r iou sn ess  o f  human happiness ' .
Both c r i t i c s  d e c la r e  in ten se  adm iration  f o r  the poem in  which
( . \ 10' the e la b o ra te n e ss  o f  a r t  i s  made to hymn the a r t le s s 'k W 1 'scxv*
A l a t e r  a r t i c l e  by Gwynne Edwards sees  the poem as a new 
treatm ent o f  the romance form and one which a n t i c ip a t e s  both 
s t y l i s t i c a l l y  and th e m a t ica l ly  the 1613-14 p o e m s .^  He i s  
concerned  that Alonso underplays the thematic r e la t io n s h ip  be­
tween Góngora and A r io s t o ,  which he f e e l s  i s  f a r  more than 
s u p e r f i c i a l .  A r i o s t o ' s  theme i s  love  which r e s to r e s  over  war 
which d e s tro y s  and th is  i s ,  he says, o u t l in e d  in  the f i r s t  
tw elve l i n e s  o f  G óngora 's poem. From thereon the theme o f  
A n g é l i c a ' s transform ation  through love  i s  deve loped , with a 
move from war to wan, o f  l o v e .  Other themes are  the lov ers '
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pleasure  in  love  and in the world o f  nature . For Edwards, 
both A nge lica  and Medoro are sym bolic  ch a ra c te rs .  Medoro 
represents  the p ilgr im  o r  wanderer o f  the Baroque age, who 
reappears in  the Soledades, w h i ls t  A ngelica  represents the  
c o n t in u it y  between l i f e  and death :
Aquella
vida y muerte de lo s  hombres.
13He says o f  them:
12
He, the w a rr ior ,  sym bolic  o f  man-made 
war and c i v i l i z e d  s o c i e t y ,  i s  s truck  
down, h is  armour p ie r c e d ,  and l e f t  f o r  
dead on the f i e l d  o f  b a t t l e .  A ngel ica , 
p a r t i c ip a t in g  in  the eq u a lly  deadly 
game o f  c o u r t ly  lov e ,  has b u i l t  around 
h e r s e l f  a p r o t e c t iv e  armour o f  co ldness  
and d isda in  which has l e f t  her u n fee l in g ,  
s p i r i t u a l l y  i f  not p h y s i c a l l y  dead.
Of the c o n c lu s io n  o f  the poem, Edwards i s  le s s  p e s s im is t i c ,
14and in  f a c t  f in d s  a triumphant note  there :
i f . . . t h e  f i n a l  a l l u s i o n  to the fury  o f  
Orlando, which w i l l  lay  waste the i d y l l i c  
s e t t in g ,  i s  a reminder o f  the p re ca r io u s ­
ness o f  human p leasure , i t  i s  the in te n s i ty  
o f  that p leasure  which g iv e s  the f i n a l e  
o f  the poem i t s  note  o f  in tense  rapture .
Other c r i t i c s  have regarded one p a r t i c u la r  aspect  o f  
another o f  the poem worth i s o l a t i o n  f o r  study o r  c r i t i c i s m ;  
f o r  example, Ramos Orea takes ' La nociSn de piedad' , a word 
found in  l in e s  31 and 35, and which Ramos Orea judges to be an 
ambiguous co n ce p t .  Noting that Cohen regards i t  as ' p i t y '  , 
R ivers  as 1 sympathy' and that Alonso ignores  i t ,  he con c lu d es  
that what Gongora thought o f  the word i s  doomed to  remain a 
mystery f o r  we can never know ' con seguridad cual era su n oc ion
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de piedad' His su ggest ion s  f o r  an in t e r p r e t a t io n  o f  the
concept  are d is cu sse d  fu r th e r  in  a c a r e f u l l y  w r it ten  a r t i c l e  
by F. Marcos Marín who dea ls  with 1 e l  c o r r e c t o  tratamiento 
l i n g ü í s t i c o  d e l  término p i e d a d ' , from both  Latin  and C a s t i l ia n  
po in ts  o f  v iew . His s tu d y 's  aim i s  to  p rov ide  ' una nueva 
prueba de la  in e l u d i b l e  n eces idad  de comprender b ien  lo s  
a sp ec tos  l i n g ü í s t i c o s  de un tex to  antes de lanzarse  a in t e r ­
p re ta c io n e s  s u g e s t iv a s  s in  apoyo en la  r e a l i d a d ' . ^
One la s t  im portant a n a ly t i c a l  study o f  the poem comes from 
Robert B a ll  who e x p lo re s  G óngora 's use o f  im ita t io n .  In imi­
ta t in g  A r io s t o ,  Góngora changes the fu n c t io n  o f  the Renais­
sance concep t  o f  im i t a t io  and ' exchanges emulation f o r  r iv a l r y ,  
im ita t in g  A r io s to  o n ly  in  ord er  to  supplant him' .  ^ He draws 
a t t e n t io n  to another  poem on the same s u b je c t ;  Lope de Vega's 
La hermosura de A nge lica  (1602) and makes with th is  the major 
p o in t  o f  h is  a r t i c l e :  ' I  submit that  the "Romance de Angélica  
y Medoro" i s  aimed as much a t  Lope as a t  A r io s to '  . Góngora's 
s e l f - c o n s c i o u s  s t y l e  o f  w r it in g  leads  B a ll  to b e l i e v e  that i t  
i s  an im ita t io n  which r e f l e c t s  on o th e r  t e x t s ,  and f i n a l l y  
upon i t s e l f .  Because i t  i s  a ' c o r r e c t i v e  in te r p r e t a t io n '  
which presupposes a p r io r  reading o f  A r io s to  t h is  ' im ita t ion  
reduces the s t o r y  to i t s  hidden e s s e n t i a l  s tru c tu re '  and then 
d is p la c e s  the time sequence. Whereas romances g e n e ra l ly  com­
mence ' in  media r e s ' , G óngora 's poem in  f a c t  begins a t  the 
very m id -p o in t  o f  the s to ry  and then f la s h e s  back. The f i n a l  
part  o f  the s t o r y  comes in to  p lay  from the word ' será ' in 
l in e  71, a s in g l e  fu tu re  tense which stands out from the h i s ­
t o r i c  p resent tense  employed both here and in  the m a jor ity  o f  
romances v i e j o s .  Unlike Edwards, B all  co n s id e rs  the image o f
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l o v e - f u l f i l l e d  which Gongora presents  to be darkened by the
shadow o f  the r i v a l ' s  d e s ire  a t  n ot  ju s t  o n e ,  but two p o in ts  
19in  the poem. His f i n a l  d e c is io n  on t h is  poem, a tta ck in g
20Lope even by name ( l i n e  131) i s  that i t  p r o v id e s  an:
index o f  h is  (Gdngora' s j  in c r e a s in g  l i t e ­
rary  desengafTo. In h is  r a d ic a l  p r a c t i c e  
o f  im ita t io n ,  l i t e r a t u r e  appears as  words 
upon words, the production  o f  meaning 
(p o e t r y )  and the shadow o f  meaning 
( c r i t i c i s m )  in  a s in g le  con tinuous d i s ­
course  which makes the te x t  in t o  an 
a l l e g o r y  o f  the l e t t e r ,  ' l i t e r a t u r e  as 
i t s  own i d e o l o g i c a l  c r i t i q u e '  .
The ta l e  o f  A ngél ica  and Medoro i s  taken  from the I t a l ia n  
c h iv a l r i c  romance e p ic  Orlando F ur ioso , begun by Lodovico  A r io s to  
in  1506, and intended as a sequel to Matteo Maria B o ia rd o 's  
Orlando Innamorato. The Orlando Furioso i s  a long poem in 
o tta va  rima, arranged in  cantares each su pposed ly  con ta in in g  a 
day’ s r e c i t a t i o n .  I t  uses a l l  the t r a d i t i o n a l  techniques o f  
c h iv a l r i c  romances w h i ls t  being both more s e r io u s  and more d ig ­
n i f i e d ,  a ided by i t s  c l a s s i c a l  ideas  and p a r a l l e l s  drawn with 
the A eneid .
21Máxime C heva lier  f in d s  that the t a l e  i s  s e le c t e d  f o r  
im ita t io n  more o f t e n  than any o th e r  ep isod e  o f  the Orlando 
Furioso a f t e r  1580, and suggests  that th is  in  some way due to 
a la ck  o f  sympathy on the part o f  e a r l i e r  p o e t s  to Medoro, both 
as a Moor and a humble s o l d i e r  from the low er  ranks. Some 
l a t e r  poets  did try  to r e c t i f y  th is  u n e t h ic a l  l i t e r a r y  and
s o c i a l  d iscrepancy  between the two lovers  by d e p ic t in g  Medoro 
22as a k n igh t .  Many examples o f  romances based on Canto XIX 
o f  the Orlando Furioso are to be found in  romanceros o f  the
la t e  s ix te e n th  and e a r ly  seventeenth c e n t u r i e s ,  most o f  them
extrem ely  mechanical in  s t y l e ,  transposing  large  fragments 
d i r e c t l y  from A r i o s t o ' s  t e x t .
G ón gora 's use o f  the theme in  h is  romance i s  s t r i k in g ly  
d i f f e r e n t  from that  o f  h i s  p r e d e ce sso rs .  To begin  with he 
does n o t  w r ite  a d ia lo g u e  between the lo v e r s ,  thereby a b o l ­
ish ing  a common t r a i t  o f  a l l  romances both  v i e j o  and nuevo. 
B a ll ,  in  h is  study o f  the romances, comes to  some important 
c o n c lu s io n s  about t h is  lack  o f  d i r e c t  o r  even reported  speech. 
C heva lier ,  however, dw ells  on a d i f f e r e n t  problem. ' ¿ P o r  q u é ' - 
he asks -  ' e l  poeta que había burlado con s u t i l  m a l ic ia  de 
Belerma, Píramo y T isb e ,  Hero y Leandro, t ra to  como m otivo de 
pura b e l l e z a  la h i s t o r i a  de A ngélica  y Medoro?' . Góngora 
was n o t  a lon e  in  h is  use o f  the t a l e .  L o p e 's La hermosura de 
A ngelica  i s  p roo f  enough that o th e r  se r io u s  w r ite rs  were 
a t t r a c t e d  to i t s  p o t e n t i a l .  Both w r i te r s  o b v iou s ly  read th e ir  
A r io s to  c l o s e l y .  But a f t e r  t h e i r  achievements, no o th e r  poet 
seemed to  be brave enough to attempt the same. Rather than 
take A r io s t o  as t h e i r  sou rce , l a t e r  rom anceristas adhered to 
G óngora 's poem. Severa l romances and even comedias o f  the 
mid- to la t e  seventeenth  century  show major rem iniscences o f  
Góngora’ s work. I t  i s  sung in  T irso  de M o l in a 's Quien habló , 
pagó ( j o m a d a  1 1 ) : ^
DONA BLANCA 'En un p a sto ra l  a lbergue ,
que la guerra en tre  unos rob les  
le  d e jó  por escondido 
o l e  perdonó por pobre, 
mal h er ido  y b ien  curado 
se a lberga  un d ich oso  joven , 
que, s in  t i r a r l e  Amor f le ch a s  
l e  coronó de fa v o r e s .
Las venas con poca sangre, 
l o s  o j o s  con mucha noche, 
le  h a l l ó  en e l  campo aquella  
v ida  y muerte de lo s  hombres.
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Amor le  o f r e c e  sus vendas; 
mas e l l a  sus v e l o s  rompe 
para a t a r l e  la s  h e r id a s ;  
lo s  rayos d e l  s o l  perdonen.
Los ú ltim os nudos daba, 
cuando e l  c i e l o  l e  so corre  
de un v i l l a n o  de  una yegua 
que iba penetrando e l  m onte . '
and r e c a l l e d  in  En Madrid y en una casa ( j o m a d a  I I ,  escena V).
G u illen  de Castro uses part o f  th e  romance in  Pagar en prop ia
moneda ( j o m a d a  I I I )  and Calderón  makes use o f  i t  in  se v e ra l  o f
h is  comedias, among them La ñifla de Gómez A r ia s  and 
25Basta c a l l a r . A va l le  Arce s u p p l i e s  a l i s t  o f  examples o f  
works which take l in e s  from e i t h e r  Góngora 's A ngelica  y Medoro 
o r  a sem i-popular v e rs io n  which conta ined  a few d ivergences  
from the o r i g i n a l .
The p o p u la r ity  o f  Góngora' s romance was n o t  con fin ed  to 
1 c u l t o '  l i t e r a t u r e  but was spread  throughout popular c u l tu r e  
t o o .  R ita  Goldberg shows how th e  poem was in  i t s e l f  an 
in s p ir e r  o f  dances. One in  p a r t i c u l a r  which she uses f o r  
i l l u s t r a t i o n  i s  the ’ B a ile  d e l  p a s t o r a l  a lb ergu e '  , taken from 
manuscript 15403 o f  the B i b l i o t e c a  n a c ion a l  in  Madrid. The 
f i r s t  three quatrains are c l e a r l y  repeated d i r e c t l y  from 
Góngora 's romance, the fourth  i s  s l i g h t l y  a l t e r e d  to s u i t  the 
purposes o f  the b a i l e  to f o l l o w  but i s  s t i l l  r e co g n iza b ly  based 
in  Góngora, w h i ls t  the r e s t  o f  th e  work i s  j u s t  a comic p a s to ra l  
scene without fu r th er  l inks  to th e  Romance de Angelica  y. Medoro. 
Góngora o b v io u s ly  ex tra cted  h is  idea  f o r  the romance from 
A r ios to  but h is  work i s 'n e i t h e r  sim ple t r a n s la t io n  nor para*- 
phrase o f  h is  p red ecessor .  Most o f  the romance i s  h igh ly  
o r i g i n a l  work.
B a ll  shrewdly observes  that Góngora a l t e r s  the function
o f  im ita t io n .  His in t e r p r e t a t io n  o f  A r i o s t o ' s  work i s  t o t a l l y
o r i g i n a l ,  n o t  s e r v i l e  im ita t io n  l i k e  that o f  those romanceristas
who preceeded him. A ngé lica ,  dismounting from her p a l f r e y  at
f i r s t  s ig h t in g  o f  the wounded Medoro, i s  a d i f f e r e n t  woman to
A r i o s t o ' s  p r in cess  who remains on horseback u n t i l  the a r r iv a l
2 6o f  the h e lp fu l  peasant:
Nel r i t o r n a r  s ' in c o n t r a  in  un pastore  
Ch'a c a v a l l o  p e l  bosco  ne ven iva ,
Cercando una iuvenca, che g ià  fuore  
Duo d i  d i  mandra e senza guardia g iv a :
Seco lo  t ra s s e  ove perdea i l  v ig o re  
Medor c o l  sangue che d e l  p etto  u sc iv a ;
E g ià  n 'avea  d i tanto i l  terren  t i n t o ,
Ch'era ornai presso a rimanere e s t i n t o .
Del p a la freno  A ngelica  g iu  s cese ,
E scendere i l  pastor  seco  f e c e  anche;
XIX, s t . 23-24.
Echoes o f  A r io s to '  s poem can be heard a t  the p o in t  where Medoro 
f a l l s  in  love  with A n g e l ica :
Tant' arroganzia  avendo Amor s e n t i t a ,
Piu lungmente comportar non v o l s e ;
Dove g iacea  Medor, s i  pose a l  va rco ,
E l ' a s p e t t o ,  posto  lo  s t r a l e  a l l ' a r c o .  s t . 1 9 .
GSngora's use o f  the same m a ter ia l  o f t e n  proves to be more 
econom ica l ,  as he says :
Del pa la frén  se d e r r ib a ,  
no porque a l  moro con oce ,  
s ino  por ver  que la h ierba  
tanta sangre paga en f l o r e s .
Limpíale e l  r o s t r o ,  y la  mano 
s ie n te  a l  Amor que se esconde 
tras  las  ro sa s ,  que la muerte 
va v io land o  sus c o l o r e s .  11 .17 -24 .
A r io s to  uses a complete stanza to d e sc r ib e  A n g é l i c a 's  s k i l l
with h erb a l  m ed ic ine :
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E r i c o r d o s s i ,  che passando avea 
Veduta un* erba in  una p ia g g ia  amena;
Fosse d it ta m o , o f o s s e  panacea,
0 non so  qual, d i  ta l  e f f e t t o  p iena,
Che stagna i l  sangue, e de la  p iaga rea 
Leva o g n i  spasmo e p e r ig l i o s a  pena:
La tro v ò  non lontana ; e q u e l la  c o l t a ,
Dove l a s c i a t o  avea Medor, d iè  v o l t a .  s t .2 2
and Góngora but a c o u p le  o f  l i n e s :
Hierbas a p l i c a  a sus l l a g a s ,  
que s i  no sanan entonces ,
. . . l i s o n j e a n  lo s  d o lo r e s .  11 .37 -38 , 40.
Ramos Orea found h i s  n o t io n  o f  ' p iedad ' a lrea d y  in  the l i n e s  
from A r io s t o :
Et e l l a  per  p ie ta  ne 1 ' umil case  
Del c o r t e s e  p a sto r  seco  rim ase.
Ne f i n  che  n o l  to m a s s e  in  sanitada 
Volea p a r t i r :  c o s i  d i lu i  f e '  stima 
Tanto se  in t e n e r i  de la p ie ta de
Che n 'e b b e  come in  te rra  v id e  prima; s t . 25 -26 .
As in  A r io s to ,  Congora employs the word ' piedad ' tw ice  w ith in
the space o f  a few l i n e s  but, in  s p i t e  o f  what would appear to
be 'v e r b a l  f i d e l i t y ' ,  ' t r a n s l a t i o n ' ,  th ere  i s  in  f a c t  an obv ious
2 7' d i f f e r e n t i a t i o n  o f  fu n c t io n '  . B a ll  c o n s id e r s  t h is  to be a 
phenomenon c h a r a c t e r i s t i c  o f  o n ly  the f i r s t  h a l f  o f  Gongora 's  
romance. He sa ys :  ' A t  the m idpoint o f  h is  v e r s io n ,  Gongora
28i s  f r e e  to  invent new m a te r ia l  with much le s s  v erb a l  f i d e l i t y ' . 
Once the s to ry  and i t s  obv iou s  source  are  f i rm ly  f i x e d  in  the 
r e a d e r 's  c o n s c io u s n e s s ,  Gongora 's  romance takes on new a s s o c i ­
a t io n s  and s i g n i f i c a n c e s .  Yet even the s u b t le  a l t e r a t i o n s  o f  
vocabulary  from t h a t  o f  A r io s to  in  the f i r s t  h a l f  o f  Gongora 's 
romance are im portant to our understanding o f  h is  in t e n t i o n .
B all a s s o c ia te s  the A nge lica  who leaps from her h orse  to  a s s i s t
the wounded Medoro with the image o f  Venus leaping from her 
c h a r io t  to the s id e  o f  the f a t a l l y - g o r e d  Adonis. She i s  fa r  
le s s  r e s tra in e d  than A r io s t o ’ s h ero in e .
A r i o s t o ' s  v e r s io n  o f  the s to ry  d isp la yed  the con tra s t  
between cou rt  and co u n try s id e ,  but Gdngora's d iv i s io n  between 
the two s ta te s  i s  fu r th e r  emphasized by such su bt le  changes as 
that a t  l in e s  4 6 -4 7 :
. . . e l  c i e l o  la s o co r re  
de un v i l l a n o  en una yegua
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f o r :
Nel r i t o m a r  s' in con tra  in  un pastore 
Ch'a c a v a l l o  pe l bosco  ne ven iv a .
A shepherd on a h orse  o f  u n s p e c i f i c  gender i s  l e s s  ob v iou s ly  
r u s t i c  than the peasant on a mare. In both  vers ion  the con trast  
i s  intended  with A n g e l i c a 's  own l i g h t  p a l f r e y  (p a la fré n ,  
pa l a f r e n o ) .
Perhaps one o f  the most s i g n i f i c a n t  d i f fe r e n c e s  between 
the two poets  l i e s  in  th e ir  handling o f  A n g é l i c a 's growing love 
f o r  Medoro. A r i o s t o ' s  d e s c r ip t io n  o f  the process o f  love  i s  
e la b o r a te ,  beginning a t  stanza 26 and continu ing  as fa r  as 
stanza 30. I t  i s  d escr ibed  through the metaphor o f  the wound 
i t s e l f .  Love beg ins  to grow as she tends Medoro's wound, which 
h e a ls .  As i t  does so her own love  wound opens up and grows 
deeper, and, as in  c o u r t ly  love  t r a d i t i o n ,  i t  i s  Medoro 's eyes 
which f i r s t  p ie r c e  her heart (n o t i c e  here  the r o le - r e v e r s a l  
from the t r a d i t io n a l  id e a s ) .  As M edoro 's  beauty returns and 
grows, so does A n g é l i c a ' s love  f o r  him u n t i l  the f i n a l  image 
o f  her t o t a l  surrender i s  in troduced  by a t o t a l l y  new metaphor:
Di g io r n o  in  g io rn o  in  lu i  b e l t à  f i o r i s c e ,
La m isera  s i  s tru gge ,  come fa ld a  
Strugger di n ie v e  imtempestiva su o le  
Ch' in  l o c o  a p r ic o  abbia  scop er ta  i l  s o l e .
The c o ld n e s s  w ith in  A ngé lica '  s heart  i s  f i n a l l y  thawed by 
Medoro' s beauty, l i k e  a snowflake m elt in g  in  the sun.
The process  o f  A n g é l i c a 's surrender to  love  in  G óngora 's 
romance d i f f e r s  in  th at ,  a lthough  he beg in s  to t e l l  us o f  the 
p ro ce ss  a t  l in e  21, Góngora shortens  the time span and lengthens 
the e x p la n a t ion  o f  i t .  Her love  f o r  Medoro seems to  grow more 
q u ic k ly  in  th is  poem even though the d e s c r ip t i o n  o f  her  emotions 
i s  in te r s p e r s e d  w ith  o th e r  d e t a i l s  and even t o t a l l y  detached 
from h e r  a t  t im es . Love, once more e n te r in g  through the eyes , 
i s  h ere  more cunning, more in s i d i o u s ,  o f f e r i n g  no esca p e .  
A n g é l i c a ' s melted snowflake tea rs  are  here tea rs  from a d i f f e r e n t  
sou rce ,  a l b e i t  caused by the same m ascu line  beauty in  the f i r s t  
in s t a n c e .  They a re  sparks o f  water ( c e n t e l l a s  de agua) struck  
by the arrows o f  Love upon the f l i n t  o f  her  h ea rt .  Góngora 
has i n t e n s i f i e d  the extent  and e f f e c t  o f  t h i s  love  a t  f i r s t  
s ig h t  -  i t  i s  an easy  and natu ra l th ing f o r  the warmth o f  the 
sun to m elt  b land , unstable  snow and f o r  the metal o f  arrows 
to produce  sparks a g a in st  the hardness o f  f l i n t .  Greater f o r c e s  
would be requ ired  to combine the two, to d e r iv e  water from a 
stone , and m a g ica l ly  Góngora combines the two d ivergen t  ideas  
in  a superb c o n c e i t :
Ya es h er id o  e l  pedernal, 
ya d esp id e  e l  primer go lpe  
c e n t e l l a s  de agua. 1 1 .3 3 -3 5 .
The b low  struck , A ngé l ica '  s heart  i s  not so much p ie r ce d  but 
in s te a d  g iven away to Medoro:
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un cuerpo con poca sangre,
pero con dos corazon es ; 11 .59-60 .
I t  i s  through her sense o f  s ig h t  that Angelica  f a l l s  in  love 
with Medoro. Her eyes are  f i r s t  a t t r a c te d  by the red flow ers  
in the grass  which turn ou t  to be the s p i l l e d  b lood  o f  Medoro:
Del pa la frén  se d err iba ,
no porque a l  moro conoce,
s ino  por ver  que la hierba
tanta sangre paga en f l o r e s .  1 1 .1 7 -2 0 .
She fe a s t s  her eyes upon Medoro 's beauty and comes im mediately 
under l o v e ' s  in f lu e n c e .  Cupid, to a s s i s t ,  hands o v e r  h is  own 
u se less  eyes to he^  as a present -  ' ya le  regala  lo s  o  jo s , ' .  In 
consequence ( th e  s e r i e s  o f  repeated yjS s emphasizing the causal 
nature o f  the p ro ce s s )  she becomes as b l in d  as Cupid h im se l f  and
does n ot  n o t i c e  love  en ter in g  her heart -  ' ya le  e n t r a ,  s in  ver
29por donde' .
A n g e l i c a 's  eyes are the instrument o f  her su rrender  to 
lov e .  Even the god o f  love  h im se l f  now revea ls  h is  u su a l ly  hidden 
eyes by removing h is  eye bandage to help  bind up M edoro 's  wounds 
in a sympathetic g e s tu r e .  R e je c t in g  the c h i l d - g o d 's  o f f e r  she 
abandons a l l  s o c i a l  decorum by tear ing  her v e i l s  up f o r  bandages 
in a g es tu re  p a r a l l e l  to that made by Cupid, and in  doing so 
revea ls  her own e y es .  Both thus uncovered they n e v e r th e le s s  
remain b l i n d .  Cupid, as love ,  i s  b l in d ,  and A n g é l ica  i s  now 
b linded  t o o .  Gongora again  combines two ideas to form a superb 
c o n c e i t .  A ngelica  i s  n o t  b linded  by looking in to  th e  sun because 
she i s  look ing  through two suns, 'd o s  s o l e s ' ,  her r a d ia n t ly  beauti  
fu l  e y es .  Looking upon Medoro she i s  b linded  by h is  beauty and 
with love  f o r  him. As a ' c i e g a '  she can no longer lo o k  on
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o th e rs .
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Góngora fu r th e r  in crea ses  the e r o t i c  q u a l i t y  o f  the poem 
over  that  o f  A r io s t o .  The language o f  the second h a l f  o f  the 
poem i s  r i c h  and sensuous, su ggest in g  the langorous pastimes 
o f  the two lo v e r s ,  y e t  they remain throughout as lo v e rs  and 
not  as man and w i f e .  The on ly  r e fe r e n c e  to  the s ta t e  o f  
marriage o c cu rs  a t  l in e  71 where there  i s  a s in g le  r e fe r e n c e  
to the m arriage bed:
Blando heno en vez de piuma 
para le ch o  le s  compone, 
que sera talamo luego
do e l  garzon sus d ich a s  l o g r e .  11 .69-72
but there i s  no mention o f  a wedding e lsew here . In A r io s t o ,  
on the o t h e r  hand, none o f  the e r o t i c  f r o l i c s  o f  the cou p le  
s p e c i f i c a l l y  take p lace  u n t i l  the nozze s o t t o  (honeymoon) in  
stanza 34, although they are su ggested :
A ngelica  a Medor la  prima rosa 
C o g l ie r  l a s c i ò ,  non an cor  tocca  in an te ;
Né persona fu mai s i  aventurosa ,
C h 'in  quel g ia r d in  p o te sse  por l e  p ia n te :
but Góngora does n o t  f e e l  the need to marry the lo v e r s  simply 
' per o n e s ta r  la c o s a ' . The poem i s  not about lo v e  in  m arriage , 
and i t s  pagan elements render m arriage an unnecessary a d d it i o n .  
This i s  n o t  Góngora 's con cern . Love can be complete w ithout 
formal t i e s  and c o n s t r a in t s ,  and in  s p i t e  o f  a d v e r s i t y .  Never­
t h e le s s ,  he on ly  once f e e l s  i t  n ecessary  to  mention the adverse 
elem ent. Mot u n t i l  the f i n a l  l i n e  does he speak o f  the 
' lo cu ras  d e l  conde' which are to  threaten  the peace o f  the 
c o u n tr y s id e ,  and which appear in  Orlando Furioso  XXI I I .  
Rem iniscences to th is  passage o f  the Orlando Furioso are c l e a r l y  
evoked a t  l in e s  120-27 . The w r i t in g  on tre e s  and w a l ls  o f  caves
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i s  e x a c t ly  th a t  which sparks o f f  O r la n d o 's  anger.
Yet in  s p i t e  o f  Gongora's d e l i b e r a t e  om ission  o f  Orlando 
from the poem, even i f  one i s  unaware o f  the outcome o f  the 
s to ry ,  there are  s t i l l  h ints  o f  something s i s i s t e r  and d e s tru c ­
t i v e .  B a ll  says that the 'r a d ia n t  image o f  love  f u l f i l l e d  i s  
darkened by the shadow o f  a r i v a l ' s  d e s i r e ' . The nudos o f  the 
bandages ( l i n e  45) echo in  the nudos t i e d  by Envy, which are 
re -echoed  in  A r i o s t o ' s :
A ngel ica  e Medor con cento n o d i
L egati insieme, e in  cento l o c h i  vede XXIII
s t . 103.
Envy appears as the s i n i s t e r  fo r c e  which wishes to  d es troy  
lo v e .  In f a c t  i t  i s  the very i d y l l  o f  l o v e  which awakens envy 
in  both genera l and s p e c i f i c  in s ta n ce s .  I t  was the love  between 
Adonis and Venus which k indled the wrath o f  Mars, and here 
Medoro i s  r e fe r r e d  to  as being the second envy o f  Mars. Mars 
as god o f  war, and war being a ls o  one o f  the most prominent 
sub-themes o f  the poem, we are prompted to think back to the 
most w a r - l ik e  ch a ra cte r  o f  the whole s t o r y ,  and we remember 
Orlando. I t  i s  h is  envy which ev e n tu a l ly  lays waste the i d y l l i c  
scene.
Gongora p o in ts  ou t  here a kind o f  th oughtlessness  o r  
d isregard  on the part o f  the lovers  f o r  t h e i r  surroundings.
Their involvem ent in  one a n o th er 's  beauty  prevents t h e i r  appre­
c ia t i o n  o f  the natural beauty around them. Nature seems on the 
other  hand to a p p rec ia te  and f u l l y  p a r t i c ip a t e  in  th e ir  
e c s t a s i e s ,  a llow ing  them to use i t  to th e  f u l l .  They neverth e ­
le ss  d e f i l e  i t  with th e ir  unthinking games -  carv ing  th e ir  
names on trees  and shouting in  the s i l e n c e  o f  the v a l l e y s .  The
natu ra l world g iv e s  them, f o r  the space o f  time that they 
re s id e  in  i t ,  a l l  the com forts  they re q u ir e ,  and in  doing s o :
No hay verde fre sn o  s in  l e t r a ,  
n i  b lan co  chopo s in  mote; 1 1 . 1 2 1 - 2 2 .
I t  i s  th is  that b r in g s  about the d e s t r u c t i o n  o f  the la n d sca p e 's  
beauty . When Orlando reads the names on the t r e e s  h is  wrath is  
in flam ed, but by t h is  time the l o v e r s  a re  f a r  away in  Cathay.
For th e ir  p a r t i c ip a t i o n  in  t o t a l  abandonment to l o v e :
Choza, pues, tálamo y le ch o ,
co r tesa n os  la b ra d ores ,
a i r e s ,  campos, fu e n te s ,  vegas,
cuevas, t r o n co s ,  aves, f l o r e s ,
f r e s n o s ,  chopos , montes, v a l l e s ,  11.129-33
30a re  a l l  s u b je c t  to the mad rage o f  the Count.
In s p i t e  o f  the p r e v a i l in g  e ig h teen th -  and n in e teen th -  
cen tury  view that the romance was sim ple and n a tu ra l ,  s t y l i s t i c  
d e v ice s  have been proven to  be in t e g r a l  to i t .  Dámaso Alonso 
o f f e r s  e x ten s iv e  p r o o f  o f  the w ork 's  a r t i f i c e  -  ' cuán equ ivo ­
cado es la  op in ió n  c o r r i e n t e '  he says 'q u e  presenta  e s te
romance como un modelo de na tu ra lidad  f r e n te  a la s  a fe c t a c io n e s
 ^ 31y cu lt ism os  de la  llamada "segunda ép oca " '  . He shows with an 
a n a ly s is  o f  the s t y l i s t i c  d e v ice s  o f  c o n t r a p o s i c i o n e s . 
p a ra le l ism o s , a lu s i o n e s , p e r í f r a s i s , m etá fo ra s , imágenes, h ip é r ­
b o l e s . cu l t i s m o s . c o n c e p to s , in g e n io s id a d e s , c h i s t e s , disemina­
c i ó n  and r e c o l e c c i ó n  that  i t  i s  as r e p r e s e n ta t iv e  o f  the 
' c u l t i s t a '  trends as the m ajor works o f  ' g o n g o r is m o ' . Several 
examples o f  unusual o r  l a t in a t e  syntax are obv iou s  in  the open­
ing  stanzas and are crowned by the o f t e n -q u o t e d  Creek a c cu sa t iv e  
found in  l in e  1 0 1 :
369
Desnuda e l  pecho anda e l l a
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In terras o f  s t y l e ,  cu lt ism o  re v e a ls  i t s e l f  in  both  syn­
t a c t i c  d ev ice  and in  the s e l e c t i o n  o f  major and minor top o i  
f o r  the poem. From Latin  Góngora takes the topos o f  the locus 
amoenus as the s e t t in g  f o r  id e a l  l o v e .  This i s  a common usage
and E. R. Curtius notes the con nect ion  between amoena and amor
32(a s  in  lovely p la c e ) .  The a n c ie n ts  used i t  f o r  garden o r  
landscape poetry  when Nature was f e l t  to be n earest  to  th e ir  
id e a ls  o f  harmony, beauty and p eace .  Amoenus was V e r g i l ' s  
fa v o u r it e  e p ith e t  f o r  ' b e a u t i f u l '  n a tu re .  The topos even tu a lly  
turned in to  the p a s to ra l  v i s t a  and i t  was here that i t  became 
linked to human love  as a s e t t in g  f o r  lovesongs  and rep ose .  By 
the time o f  Horace i t  had become a r h e t o r i c a l  term and continued 
on in  the form o f  the m edieval ' P le a s a n c e ' . Almost a l l  nature 
d e s c r ip t io n  o f  the Middle  Ages fo l lo w e d  i t s  patterns  and i t  
came to be included as a kind o f  ' v erger '  in  the m iddle  o f  
c h i v a l r i c  romances. This i s  i t s  p la ce  w ith in  A r i o s t o ' s  
Orlando Furioso and Góngora r e s to r e s  i t  to  i t s  c l a s s i c a l  sta ture  
in  h is  romance.
A fu r th er  Latin  top os  to be found in  the romance i s  that 
o f  ' l a t e t  anguis in  herba ' j
Límpiale e l  r o s t r o ,  y la mano 
s ie n te  a l  Amor que se esconde 
tras las r o s a s ,  11 .21 -23 .
Love' s d a r ts ,  the s t in g  o f  the serpent, l i e  hidden in  the grass 
where Medoro l i e s  b le e d in g .  The a l l u s i o n  i s  apt because i t  
a lso  l in ks  to the f a l l  o f  Eve, o r  o f  woman in  g e n e r a l .  The 
same topos came to be used again in  Gdngora's more s o p h is t i c a te d  
works, Polifemo y G alatea , stanza XXXVI:
(En la r í í s t i c a  greña yace o c u l t o  
e l  á sp id , d e l  in tonso  prado ameno,
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antes  que d e l  peinado ja r d ín  c u l t o  
en e l  l a s c i v o  rega lado  s e n o . )
En lo  v i r i l  desata de su v u l to  o f  A c is  
lo  más du lce  e l  Amor, de su veneno: 
b éb e lo  Galatea y da o t r o  paso 
por apu rar le  la ponzoña a l  vaso .
and Soledad I ,  l i n e s  750-56 :
Y en la sombra no más de la  azucena 
-  que e l  c l a v e l  procura acompañada, 
im ita r  en la  b e l l a  labradora 
e l  templado c o l o r  de la que adora -  
v íb o ra  p isa  t a l  e l  pensamiento, 
que e l  alma por l o s  o j o s  desatada 
señas d ie ra  de su a r re b a t im ie n to . . . .
C la s s i c a l  m y th o lo g ic a l  a l l u s i o n  i s  employed to a very  g rea t  
e x te n t .  Mars, Venus, Adonis, Cupid and Envidia a l l  appear in  
the romance. N onethe less ,  a l l u s i o n  to the I t a l ia n s  i s  n ot  
ru led  o u t .  Not f o r g e t t i n g  that the whole s t o r y  i s  e x tra c te d  
from A r i o s t o ' s  work, we a ls o  see  some o f  P e t r a r c h 's  in f lu e n c e  
in  the, by now q u it e  commonplace, imagery: A n g é l i c a 's eyes are 
l i k e  two suns -  ' l o s  rayos d e l  S o l  perdonen' -  her sk in  i s  as 
white as snow, and paradox and p a r a l le l i s m  abound.
N everthe less ,  f o r  G óngora 's poem to have been regarded as 
simple f o r  so lon g ,  i t  had to c o n ta in  elements o f  popular poetry  
which, a lthough they may not o u tsh in e  the c le v e r n e s s  o f  the 
' c u l t i s m o s '  once we are  aware o f  them, g iv e  a g e n e r a l ly  s im p l is ­
t i c  f e e l  to the whole p ie c e .  The words f lo w  a f t e r  one another 
in  a d e c e p t iv e ly  easy fa sh ion  in  s p i t e  o f  o c c a s io n a l  s y n ta c t i c  
c o n t o r t i o n s .  The same p a r a l le l i s m s  which may be o f  Petrarchan 
o r i g i n ,  cou ld  a l s o  f i t  n e a t ly  in t o  the popular  romance t r a d i t io n ,  
which was fond o f  pa ttern ing  and paired  l i n e s ,  f o r  example:
y conduce en tre  pa sto res
o v e ja s  d e l  monte a l  l lan o
y cabras d e l  l l a n o  a l  monte, 1 1 . 6- 8 .
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antes que d e l  peinado ja r d ín  c u l t o  
en e l  l a s c i v o  regalado s e n o .)
En lo  v i r i l  desata de su v u l to  o f  Acis  
lo  más d u lce  e l  M o r ,  de su veneno: 
bébelo  Galatea y da o t r o  paso 
por apu rar le  la ponzoña a l  v a so .
and Soledad I ,  l in e s  750-56 :
Y en la sombra no más de la azucena 
-  que e l  c la v e l  procura acompañada, 
im itar  en la  b e l l a  labradora 
e l  templado c o l o r  de la que adora -  
v íbora  p isa  t a l  e l  pensamiento, 
que e l  alma por lo s  o j o s  desatada 
señas d ie r a  de su a r r e b a t im ie n t o . . . .
C la s s ic a l  m y th o lo g ica l  a l l u s i o n  i s  employed to  a very  g rea t  
ex ten t .  Mars, Venus, Adonis, Cupid and Envidia a l l  appear in  
the romance. N onetheless , a l l u s i o n  to the I t a l ia n s  i s  not 
ruled o u t .  Not f o r g e t t in g  that the whole s t o r y  i s  e x tra c te d  
from A r i o s t o ' s  work, we a ls o  see some o f  P e t r a r c h 's  in f lu e n ce  
in  the, by now q u ite  commonplace, imagery: A n g é l i c a 's eyes are 
l ik e  two suns -  ' lo s  rayos d e l  S o l  perdonen' -  her skin i s  as 
white as snow, and paradox and p a ra l le l ism  abound.
N everthe less ,  f o r  Góngora 's poem to have been regarded as 
simple f o r  so long, i t  had to con ta in  elements o f  popular poetry  
which, a lthough  they may not ou tsh in e  the c le v e rn e s s  o f  the 
' c u l t i s m o s '  once we are  aware o f  them, g iv e  a g e n era lly  s im p l is ­
t i c  f e e l  to  the whole p i e c e .  The words f lo w  a f t e r  one another 
in a d e c e p t iv e l y  easy fa sh ion  in  s p i t e  o f  o c c a s io n a l  s y n ta c t i c  
c o n t o r t i o n s .  The same p a r a l le l is m s  which may be o f  Petrarchan 
o r ig in ,  c o u ld  a lso  f i t  n e a t ly  in to  the popular  romance t r a d i t io n ,  
which was fond o f  p a ttern ing  and paired  l i n e s ,  f o r  example:
y conduce entre  pastores
o v e ja s  d e l  monte a l  l lano
y cabras d e l  l la n o  a l  monte, 1 1 .6 -8 .
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C o l lo q u ia l  phrases add a popular f e e l  in  both b a s ic  voca b u la ry  
and in  the use o f  r e f r a n e s . 'Mal h er ido  y b ien  curado' ( l i n e  9 ) 
i s  no t  l i s t e d  by Correas as a r e fr á n  but i t s  neat  p a ir ing  g iv e s  
the sense o f  one . I t  can be compared to o th e rs  l ik e  'Mai 
pagado y  b ien  s e r v id o '  o r  'Mal maskado i  b ien  rrem oxado '•
Another r e frá n  ' lo  d e jó  por escond ido  o lo  perdonó por p ob re '  
i s  l i s t e d  by Correas, but as i t  i s  n o t  dated we cannot t e l l  
whether i t  predates Góngora 's poem o r  whether popular t r a d i t i o n  
adopted i t  from the romance i t s e l f .  As f o r  vocabulary , the  
phrase ' í r s e l e  por p ie s '  found in  l in e  107, has been d e s c r ib e d  
by E ng lish -speak ing  s ch o la rs  as the eq u iv a len t  to ' s c ra m '.
Alemany y S e l f a ' s  V o ca b u la r io . . .  d e f in e s  the phrase as f i g u ­
r a t iv e  f o r  'h u i r ,  escapar  por la ven ta ja  que hace en la c a r r e r a  
33a l  que l e  s igue '  . Laid b e fo r e  us i s  an extremely s u b t le  ju x ta ­
p o s i t i o n  o f  ' c u l t o '  and popular themes and s t y l e s  which, as  
Alonso a f f i r m s ,  pushes a s id e  any su ggest ion  that Góngora k ep t  
h is  ' two s t y l e s '  t o t a l l y  separated  from one another . The i n t e r ­
leav ing  o f  the two a sp ec ts  on t h is  1602 poem foreshadows the  
works o f  1613-1614 in  many ways. T hem atica l ly ,  the same th in gs  
appear both  here and in  the Soledades and Polifem o -  Court 
compared with cou ntry , lov e  and nature , and even the theme o f  
the wanderer. ^
Topoi and imagery reappear as we have seen with ' l a t e t  
anguis in  herba' a l r e a d y . ^  A n g e l i c a 's  c r i e s  move even n a tu re :
Enfrenábale  la  b e l la  
la s  t r i s t e s  p iadosas v o ce s ,  
que l o s  firm es tron cos  mueven 
y las  sordas p iedras  oyen; 
y la  que major se h a l la  
en las  se lvas  que en la  Corte , 
simple bondad, a l  p ío  ruego 
cortésraente co rresp on d e .  11.49-56
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and the same power o f  the human v o i c e  over  stones and streams 
is  to be found in  Soledad I :
N
Pintadas aves, c í t a r a s  de pluma,
coronaban la bárbara c a p i l l a ,
m ientras e l  arroyu e lo  para o í  l i a
hace de blanca espuma
tantas o r e ja s  cuantas g u i ja s  lava,
de donde es fuente a donde arroyo  acaba.
and in  Soledad I I :
que a l  uno en du lces  q u e ja s ,  y no pocas, 
ondas endurecer, l i q u id a r  r o c a s .
Señas mudas la du lce  voz  d o l i e n t e  
p erm it ió  solamente
a la  turba, que dar q u is ie r a  voces 
a la  que de un Ancón segunda haya.
The p a s to ra l  a lbergue  reappears in  the Soledad I  and love  e n t i ­
ces Galatea with  roses  in  the P o l i f e m o . The lov ers '  cave i s  
rem iniscent both  o f  the storm ep iso d e  o f  Dido and Aeneas and o f  
the ' h orrores '  o f  Polyphemus' cave .
I t  i s  tempting to say here th a t  l i t t l e  remains to be d i s ­
cussed in  the Romance de .'mgelica y l iedoro , but that would be 
untrue. So much is  ^ l e f t .  Scholars  have argued over  sev era l  
is o la t e d  l in e s  o r  stanzas on ly  ( t h e  mod: popular ones being the 
imagery o f  the ' rosas '  in  l in e  20 and onwards, the Mars and 
Adonis r e fe r e n c e ,  l in e  80 and onwards, the reason f o r  the Greek 
a ccu sa t iv e  and A n g e l i c a 's  tendency t o  f l e e ,  l in e  101 and onwards 
and the imagery o f  the cave, l in e  125 and onwards) but each 
s t i l l  r e ta in s  h is  own view on the m atter  and few dare to 
attempt t o t a l  e x p la n a t io n s .  A them atic a n a ly s is ,  a s t y l i s t i c  
a n a ly s is ,  i d e n t i f i c a t i o n  o f  sources  -  a l l  seem to be ways in to  
the romance, y e t  no-one has yet  emerged with an a n a ly s is
hold ing  everyth in g  in t a c t ,  and s t i l l  many areas remain n e g le c te d
The reason f o r  th is  would seem to be the immense scope and
rich n ess  o f  th is  r e l a t i v e l y  sh ort  poem.
I t  i s  in t e r e s t in g  to  note  that  the romance was w r i t te n  in
the very  year in  which the Chapter o f  Cordoba secured the
lease  upon the Huerta de don Marcos, an e s t a t e  in  the prov ince
35near the v i l l a g e  o f  T ra s s ie r r a ,  f o r  G<5ngora's use . I t  was
to th is  l o c a t io n  th at  GSngora re tre a te d  in  1612 to w r i te  the
Fabula de Polifem o y Galatea and to beg in  the  S o led ad es . As 
36Edwards and o th e rs  have shown, th is  e a r l i e r  romance a n t i c i ­
pates the lon ger  poems both  s t y l i s t i c a l l y  and th e m a t ica l ly .
I t  may be, t h e r e fo r e ,  that  the Huerta de don Marcos was in  part 
the fa c t u a l  i n s p i r a t i o n  f o r  the landscape d e s c r ib e d  in  the 
romance, and a l a t e r  return  to i t  prompted s im i la r  ideas  and 
sen sat ions  f o r  the p o e t ' s  work. The P^omance de A nge lica  y 
Medoro i s  in  the main a t o t a l  c e le b r a t io n  o f  the power o f  love 
to h ea l ,  to  a l t e r  a p e r s o n 's  ch a ra c te r ,  to win the heart  o f  the 
on look er  to  the l o v e r ' s  cause ; and o f  n a t u r e 's  a f f i n i t y  to 
l o v e ' s  harmony.
N everthe less ,  lo v e  can a ls o  b l in d  man to  h is  r e s p o n s i b i l i t i e s  
to l i f e  around him, and here to nature in  p a r t i c u l a r ,  and i t  
can i n c i t e  hatred and je a lo u s y  in  those exc luded  from p a r t i c i ­
pation  in  i t .  The happiness o f  the lo v e rs  o f  the romance in 
qu est ion  i s  indeed both  in tense  and p r e c a r io u s  and a t  the end 
o f  the poem the i d y l l  i s  d is turbed  by the im p l ic a t io n s  o f  what
i s  to come. Wilson has d escr ibed  the f i n a l  l in e s  o f  the romance
37as a ' q u i e t  comment' on th is  p r e c a r io u s n e s s .  I  am in c l in e d  
to see them in  a d i f f e r e n t  l i g h t .  F o llow ing  the s e r e n ity  and 
beauty o f  a p e r f e c t  lo v e  in  an Arcadian lan dscape :
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The reason f o r  th is  would seem to  be the immense scope and 
r ich n ess  o f  th is  r e l a t i v e l y  short  poem.
I t  i s  in t e r e s t in g  to  n o te  that  the romance was w ritten  in  
the very  year in  which the Chapter o f  Cordoba secured the
lease  upon the Huerta de don f la rcos , an e s ta t e  in  the prov ince
35near the v i l l a g e  o f  T ra s s ie r r a ,  f o r  Gtfngora's u se . I t  was
to  th is  l o c a t io n  th at  G8ngora re tre a te d  in  1612 to  w r ite  the
Fábula de Polifemó y Galatea and to  begin  the S o ledades . As 
36Edwards and o th ers  have shown, th is  e a r l i e r  romance a n t i c i ­
pates the longer poems b o th  s t y l i s t i c a l l y  and th e m a t ica l ly .
I t  may be, th e r e fo r e ,  th a t  the Huerta de don Marcos was in  part 
the fa c t u a l  in s p ir a t io n  f o r  the landscape d escr ib ed  in  the 
romance, and a l a t e r  re tu rn  to i t  prompted s im i la r  ideas and 
sen sat ions  f o r  the p o e t ' s  work. The Romance de A ngélica  y 
Hedoro i s  in  the main a t o t a l  c e le b r a t io n  o f  the power o f  love  
to h e a l ,  to a l t e r  a p e r s o n 's  ch a ra c te r ,  to win the heart o f  the 
o n look er  to the l o v e r ' s  cau se ;  and o f  n a tu r e 's  a f f i n i t y  to 
l o v e ' s  harmony.
N everthe less ,  love  can a ls o  b l in d  man to h is  r e s p o n s i b i l i t i e s  
to l i f e  around him, and here  to nature in  p a r t i c u l a r ,  and i t  
can i n c i t e  hatred and je a lo u s y  in  those excluded from p a r t i c i ­
pation  in  i t .  The happiness o f  the lov ers  o f  the romance in  
q u est ion  i s  indeed both in ten se  and p recar iou s  and a t  the end 
o f  the poem the i d y l l  i s  d is tu rb ed  by the im p l ic a t io n s  o f  what
i s  to come. Wilson has d esc r ib e d  the f i n a l  l in e s  o f  the romance
37as a ' q u i e t  comment' on t h i s  p re ca r io u sn e ss .  I  am in c l in e d  
to  see them in  a d i f f e r e n t  l i g h t .  Following the s e r e n ity  and 
beauty o f  a p e r f e c t  love  in  an Arcadian landscape:
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Choza, pues, tálamo y le ch o ,
cortesan os  la b ra d o re s ,
a i r e s ,  campos, fu e n t e s ,  vegas,
cuevas, t r o n co s ,  aves , f l o r e s ,
f r e s n o s ,  chopos, montes, v a l l e s ,  11 .129-33
the f i n a l  l i n e s :
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co n te s te s  de e s t o s  amores,
e l  c i e l o  os guarde, s i  puede,
de la s  locuras  d e l  Conde. 11.134-36
exp lode  l ik e  a nightmare in to  the c o n sc iou sn ess  o f  the rea d er .  
The sheer  i n e v i t a b i l i t y  o f  m is fo r tu n e  -  ' e l  c i e l o  os guarde, s i  
puede' -  i s  t e r r i f y i n g  a f t e r  th e  l u l l e d  and g e n t le  d iv e r s i o n s  
o f  l o v e .  The ' lo cu ra s '  o f  O rlando, when he f i n a l l y  a r r iv e s  in  
t h is  p la c e ,  leave  i t  t o t a l l y  d e v a s ta te d ,  and I  think Gongora 's  
a n t i c i p a t i o n  o f  th is  in  these l a s t  th ree  l in e s  are not in  the 
l e a s t  q u ie t .  They are the lou d  and monstrous announcement o f  
a h o lo c a u s t .  This i s  t y p ic a l  o f  Gongora 's  treatment o f  the 
theme o f  love  in  much o f  h is  p o e t r y .  P e r fe c t i o n  and g ra ce ,  
beauty and peace are  always undermined by elements beyond 
the c o n t r o l  o f  the unsuspecting  lo v e r ,  whether those elements 
are  human ( j e a l o u s y ,  lu s t ,  s p i t e )  o r  cosm ic  (t im e ,  age, 
f o r t u n e ) .  The in tr o d u c t io n  o f  the su bvers ive  element i s  
norm ally  s u b t le ,  but once the im p l ic a t io n s  are r e a l i z e d ,  the 
r e a d e r 's  understanding and o p in io n  o f  the poem must be r e ­
ev a lu a ted .  Gongora, with a l i n e  o r  a word, tears  h is  p oe try  
asunder and the reader i s  f o r c e d  to r e b u i ld  i t  with g r e a t ly  
changed e x p e c ta t io n s .  The same technique i s  a ls o  used in  poems 
much s h o r te r  in  length  and outw ard ly  l e s s  complex than th is  
romance as w i l l  be seen in  the remainder o f  th is  ch apter .
2 : ' LA MÁS BELLA NIÑA'
AND
'LLORABA LA NINA'
A COMPARATIVE STUDY OF TWO ROMANCES AMOROSOS
Probably the b e s t  known and most f r e q u e n t ly  c i t e d  o f  a l l  
Góngora 's romances i s  'La  más b e l l a  niña' • An e a r ly  compo­
s i t i o n  -  Chacón g iv e s  i t s  date as 1580 -  i t  found i t s  way in to  
many seven teen th -cen tu ry  and s t i l l  more tw ent ie th -cen tu ry  
a n th o lo g ie s .  I t s  p o p u la r ity  was immediately ob v iou s ,  i t s  
f i r s t  appearance in  p r in t  being in  the F lo r  de v a r io s  romances 
nuevos, primera y segunda parte  ( V i l l a l t a ,  Valencia , 1588).
I t  was one o f  the f i r s t  o f  Góngora 's romances ever to appear 
in  p r in t .  I t  was published again  in  1589 (Moncayo, V a len c ia ) ,
1591 (Moncayo, Perpignan; V i l l a l t a ,  V a le n c ia ) ,  1593 and 1595 
(Moncayo, Madrid) and in  the Romancero genera l o f  1,600 in
part I I  and in subsequent r e p r in t in g s .  A g lo s s  o f  the romance
38appears in  L o p e 's comedia ' La adú ltera  perdonada' and the
39e s t r i b i l l o  i s  in c luded  in  ' EL v a lo r  de las  mujeres' . I t  i s
found again  in  A lonso de Ledesma's Juegos de noches buenas a lo
d iv ino  (B arcelona  1605) and in  Doña F e l i c ia n a  Henríquez de Guzmán' s
40Los ja r d in e s  y campos sabeos (1 6 2 3 ) .
The Centro de Estudios H is t ó r ic o s  in  Madrid p ossesses  a 
manuscript v e r s io n  o f  the poem dating  from the seventeenth 
century , which con ta in s  sev era l  d is c r e p a n c ie s  from those 
vers ion s  g iven  by Vicuña and Chacón. E. Martínez T om er  was
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f i r s t  to po in t  t h i s  out and B. W. Wardropper has s in c e  produced
a comprehensive study  o f  these  three  main v a r ia n t  t e x t s  o f  the
41 ^romance. He ju d g e s  the l a t e s t  o f  these (Chacon m anuscript o f
1628) to be the d e f i n i t i v e  v e r s io n  which Góngora a r r iv e d  a t
through a 'p r o lo n g e d  g e s ta t io n '  ra th e r  than an e v o lu t iv e  p ro ce ss .
' La más b e l l a  n iñ a '  i s  in  f a c t  a r o m a n c i l lo , a romance form
with l in e s  s h o r t e r  than e ig h t  s y l l a b l e s  in  len gth , which can
almost be exp er ien ced  as a dance rhythm. In Temas F o lk ló r i c a s
Martínez T om er  g iv e s  the tune o f  a p red ecessor  o f  the e s t r i -
b i l l o  taken from S a linas '  de Música (1 5 7 7 ) .  The e s t r i b i l l o  in
severa l  v e r s io n s ,  in c lu d in g  that  o f  the Romancero g e n e r a l , i s
i r r e g u la r  in  l i n e - l e n g t h :
Dejadme l l o r a r ,  
o r i l l a s  de la mar.
Henríquez Ureña a t t r ib u t e s  t h is  i r r e g u l a r i t y  to i t s  having been
42borrowed from a popular  song o r  dance. However, o th e r  
v a r ia n ts ,  in c lu d in g  Chacon, make the e s t r i b i 1 lo  r e g u la r :
Dejadme l l o r a r ,  
o r i l l a s  d e l  mar.
The arrangement and number o f  l i n e s  a ls o  v a r ie s  from one te x t  
to  another. That o f  the Romancero general has on ly  t h i r t y - s i x  
l in e s  and in tr o d u c e s  the e s t r i b i l l o  on ly  a t  two p o in ts ,  once 
a f t e r  the f i r s t  e ig h t  l in e s  and aga in  a t  the end o f  the compo­
s i t i o n .  In the Centro te x t  i t  i s  found a f t e r  every  e ig h t  l in e s ,  
but from l in e  15 to the end ( l i n e  40) the poem i s  t o t a l l y
43d i f f e r e n t  to th a t  o f  both the Romancero genera l and Chacón.
The Chacon t e x t  a l s o  employs the e s t r i b i l l o  a f t e r  each e ig h t ­
l in e  stanza
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'L lo r a b a  la niña' i s  a much l a t e r  romance, dated 1590 in
Chacon. I t  did n o t  appear in  the Vicuna e d i t io n  o f  Góngora 's
works, bu t  did manage to f in d  i t s  way in to  Breve d e le i t a c ió n
de romances v a r io s  (F ra n c isco  de la  T orre , V alencia , 1668), a
c o l l e c t i o n  con ta in ing  a t o t a l  o f  tw enty-seven poems, fou r  o f
them by Góngora. There seems to be no doubt that i t  i s
Góngora 's poem in  s p i t e  o f  i t s  ra re  appearance in  p r in t .
The form al arrangement o f  th is  rom a n c i l lo  i s  s im ila r  to that
o f  'La más b e l la  n i ñ a ' ,  com prising  a tw o - l in e  e s t r i b i l l o  o f
popular o r  re fra n ero  q u a l i t y  a f f i x e d  to a stanza made up o f
quatra ins  (here  fo u r  quatra ins  to  a stanza , ra ther  than two).
Fewer in s ta n ces  o f  p u b l i c a t io n  o f  th is  rom ancil lo  have seemed
to d e t r a c t  from i t s  importance in  the eyes o f  s ch o la rs ,  and
very l i t t l e  c r i t i c a l  a t t e n t io n  has been paid to i t ,  whereas
there are  sev era l  su b s ta n t ia l  s tu d ie s  o f  ' La más b e l la  niña' .
Carlos A lb er to  Pérez regards ' La más b e l l a  niña' as a game,
and t h e r e fo r e  uses i t  as a simple example which 'n o s  muestra
44ya la e s tre ch a  r e la c i ó n  que hay en tre  juego  y engaño .
Dámaso Alonso in c lu d e s  both rom a n c i l lo s  in  h is  second volume
o f  Góngora y e l  P o l i fe m o , and p rov id es  a b r i e f  comment on
each o n e . ^  'La  más b e l la  niña ' i s  d escr ib ed  as a ' d e l i c i o s o
rom a n c il lo '  in which 'h a y  una aparente  raigambre de t ip o
t r a d i c i o n a l ;  pero todo está  f i l t r a d o  y co loreado  por un poeta
de procedencia  petrarquesca  y trov a d oresca '  . His sentiments
f o r  'L lo r a b a  la niña ' are  that  i t s  s im p l i c i t y  i s  d ecep t ive  and
,  46that t h i s  i s  in  f a c t  ' poes ía  c u l t a ' :
n ó tese ,  por ejem plo, ' tantas [lágrimas] como 
de e l l o s  £de lo s  o j o s ] / u n  tiempo t i r ó / f l e c h a s  
am orosos/e l arquero d i o s ' • Se acumulan a h í :  
rep resen ta c ión  m i t o ló g i c a  ( s i  b ien  de las 
más v u lg a r iz a d a s ) ,  p e r í f r a s i s  a lu s iv a  ( '  e l  
arquero d i o s ' ) ,  s in t a x i s  complicada por la
abundancia de complementos y e l  
h ip érb a ton .
Other s ch o la rs  who have s tudied  ' La más b e l l a  niña ' are  
47D. W. and V. R. F o s t e r .  They conclude th at  the seemingly 
a r t l e s s  rom an cil lo  r e v e a ls  ' the b e s t  o f  the Renaissance-Baroque 
h a rm on is t ic s  between the t r a d i t i o n a l  and the learned ' . The 
remainder o f  th is  s tudy  i s  unremarkable and c l o s e l y  fo l lo w s  
the op in io n s  o f  Dámaso A lon so .  Robert Jammes makes mention o f  
b o th  poems in  h is  n o te  to the romances p i s c a t o r i o s  in  Etudes. . .  
because  they examine the problem o f  sep a ra t ion  and absence 
from the woman's p o in t  o f  v i e w . ^  With r e fe r e n c e  to ' L loraba 
la  n iña ' he says :
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Ce d e r n ie r  e s t  conçu comme une s u i t e  de 
précéden t ,  ou comme une v a r ia t io n  sur le  
même thème, e t  la  parenté e s t  v i s i b l e  à 
p lus d 'un  t r a i t :  même métré, même rhythme 
dans le  r e f r a i n ,  memes personnages ( la 
mère, la f i l l e ,  l 'é p o u x  a b s e n t ) .
T his  i s  c l e a r l y  t ru e ,  y e t  Jammes co n t in u e s :  'mêmes s e n t im e n ts ' .  
As fa r  as I can see t h i s  l a s t  statement i s  com p le te ly  i n c o r r e c t .
Having a lread y  e s ta b l is h e d  that ' La más b e l la  niña' was 
f a r  more popular  than ' Lloraba la niña ' even in  the seventeenth  
cen tu ry ,  Jammes su ggests  that th is  may be becau se :
i l  manque la  présence  de la mer, symbole 
d'amour e t  de sép ara t ion ,  qui donnait  une 
dimension supplémentaire au rom anci1lo  de 
1580. C' e s t  p e u t -ê t r e  pour c e t t e  ra ison  
que le  second , malgré son m ér ite ,  n 'o b t i n t  
le  succès du p r e m ie r , . . .
I would argue, however, that the symbol o f  the sea i s  not the 
s o l e  reason f o r  the p o p u la r i t y  o f  ' La más b e l l a  niña' , and that 
Jammes ought to have re cog n ized  that 'L lo ra b a  la niña' was le s s
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' s u c c e s s f u l '  p r e c i s e l y  because i t  does not  have th ose  'mimes 
s e n t im e n t s ' . Antonio Carreño, in  h is  e d i t io n  o f  th e  Romances 
o f  Góngora, a ccep ts  t h i s  view and v i r t u a l l y  paraphrases Jammes 
in  h is  n otes  to the poems. Speaking o f  'L a  más b e l l a  niña'
(page 9 2 ) ,  he says :
Semeja y ade lan ta  a ' Lloraba la  niña'
(n u n .30 ) ,  s ob re  e l  mismo tema, e l  mismo 
metro, r itm o , persona jes  (madre, h i ja ,  
esposa £ s i c ]  ausente) y sen tim ientos .
Pero f a l t a  la  presen cia  d e l  mar, símbolo 
de la  s ep a ra c ión  y d e l  amor.
Alonso seems to have misread the in te n t io n s  o f  the l a t e r  poem 
to o ,  f o r  h is  d e s c r ip t i o n  o f  i t  i s  as a 'd e l i c a d o  r o m a n c i l lo ,  
de lo más t ie rn o  que Gongora ha e s c r i t o .  B e l l ís im o  e l  f i n a l :
" s e  de jó  e l  s i l e n c i o / y  l l e v ó  la v oz '"  . In my a n a ly s is  o f  the 
poem I hope to show th a t  th is  i s  a m is in te r p r e ta t io n  o f  those 
l in e s  in  p a r t i c u la r ,  and indeed o f  the poem as a w h o le .
Taking, with Wardropper, the Chacón manuscript to  represen t  
the d e f i n i t i v e  v e r s io n  o f  ' La más b e l la  niña ' , I in ten d  to 
compare the two r o m a n c i l lo s  in  q u est ion .  ' Lloraba la  niña' 
appears o n ly  in  Chacón and so i t  seems proper to use the Chacón 
v e rs io n  o f  'La  más b e l l a  niña' f o r  comparison. The manuscript, 
that com piled  with G ón gora 's a s s i s ta n c e ,  revea ls  s e v e r a l  d i f ­
fe ren ces  in  ' La más b e l l a  niña' . The f i r s t  v a r ia n t ,  found in  
the Romancero g e n era l ,  i s  l i t t l e  more than a d ir g e ,  with no 
a n t i t h e t i c a l  phrases o r  o th e r  ' c u l t o '  d e v ic e s .  The te x t  o f  
the Centro de E studios  H is tó r ic o s  i s  more o p t i m is t i c  in  o u t lo o k .  
Wardropper sees w ith in  i t  a more r h e t o r i c a l  o r g a n iz a t io n  o f  
thought, and the in t r o d u c t i o n  o f  p o e t i c  s o l i t u d e .  In Chacón, 
the m oth er 's  r e s p o n s i b i l i t y  i s  enhanced and the sense  o f  
anguish i s  in creased  to the exten t  that one i s  fa ce d  with a
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' t in y  p a ss ion a te  drama' . Uardropper says that ' Each change 
can be exp la ined  by the r e f l e c t i o n ,  the ca re ,  the search f o r  
p e r f e c t i o n  which c h a r a c te r iz e  G óngora 's mature w o r k ' . I 
would l i k e  to suggest  that the l a t e r  poem a ls o  shows care  and 
r e f l e c t i o n  in  s p i t e  o f  i t s  t o t a l l y  d i f f e r e n t  approach.
Looking f i r s t  o f  a l l  a t  b a s i c  s i m i l a r i t i e s  between the 
two romanci 1 lo s  one f in d s  that  the same metre i s  jemployed in  
bo th .  The l i n e - l e n g t h  i s  i d e n t i c a l ,  and in  both the e s t r i b i l l o  
i s  i r r e g u l a r .  P o e t i c  themes and d e v ice s  are taken from severa l  
t r a d i t i o n s :  the Petrarchan use o f  a n t i t h e t i c a l  statement or  
o p p o s i t i o n  appears in  both :
tan c o r to  e l  p la c e r ,
tan largo e l  p esa r ,  3, 11 .13-14
las  causas son muchas,
l o s  o j o s  son d o s .  30, 11 .25 -26 .
The use o f  the e s t r i b i l l o  i s  taken from popular t r a d i t i o n ,  as 
i s  the theme i t s e l f .  The daughter complaining to her  mother 
i s  a p o e t i c  s i t u a t i o n  which appears in  the G alic ian -P ortuguese  
' ca n t ig a s  de amigo' and can be tra ced  even fu r th e r  back to the 
M ozarabic  ' ja r ch a s '  o f  which the e a r l i e s t  known dates  from the 
e leventh  cen tu ry .  The e s t r i b i l l o  o f  'La más b e l la  niña' a ls o  
r e c a l l s  popular  song . 'Dejadme l l o r a r / o r i 1las d e l  mar' bears 
s i m i l a r i t i e s  to songs from e a r l i e r  in  the s ix te e n th  century, 
and ' L loraba  la  n iña ' i s  the kind o f  fo rm ula ic  phrase found 
f r e q u e n t ly  in  o ld e r  romances such as 'L lo ra b a  doña J im ena '."^
As has been noted p re v io u s ly ,  the ch aracters  -  g i r l ,  
mother, lo v e r  -  a re  the same and the n a rra tor  p lays an important 
(a lth ough  d i s t i n c t )  part in  each r o m a n c i l lo . The b a s ic  circum­
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stances a re  the same: the g i r l  laments to her mother on the
absence o f  her  lo v e r  who has gone to war, again a t o p i c  taken 
d i r e c t l y  from popular t r a d i t i o n :^ 1
por la  mar abajo  
van los  mis o j o s  
qu iero  m' i r  con e l l o s  
no vayan so lo s «
This i s  combined with the t r a d i t io n a l  s y n e c d o c h e  o f  the lo v e r
represen ted  s o l e l y  by h is  e y es .  The sea  as a symbol o f  separ-
52a t io n  i s  on ce  again t r a d i t i o n a l :
A la  mar fueron  mis o j o s  
a por agua pa l l o r a r
but th is  i s  used by Góngora on ly  in  ’ La más b e l la  n i ñ a ' . I t s  
om ission  i n  ' Lloraba la niña' has been made accountable  f o r  the 
poem's l e s s e r  appea l.  The symbol o f  th e  eyes i s  a l s o  le s s  care ­
f u l l y  worked, and a m yth o log ica l  a l l u s i o n  to C upid 's  arrows (an 
element n o t  included  in  the e a r ly  romance) lends the poem a 
t o t a l l y  d i f f e r e n t  q u a l i t y .  I t  can be seen , than, that the 
s i m i l a r i t i e s  between the two poems are l im ite d ,  and t h e i r  major 
d i f f e r e n c e s  l i e  in  the p o e t ' s  handling o f  the themes and charac­
ters  in  ea ch .
B. W. Wardropper's a n a ly s is  o f  'L a  más b e l la  niña ' i s  
e x te n s iv e .  He shows how the changes made in  tex ts  a l t e r  the 
sense and in te n t io n s  o f  the poem. In th e  f i n a l  v e rs io n  the 
n a rra tor  t e l l s  us ( l i n e s  1 -8 )  the s i t u a t i o n  and the e s t r i b i 1lo 
in trod u ces  the g i r l ' s  lament. She a p p ea ls  to her mother who 
persuaded h er  to marry the young man who has gone to war.
Whether he i s  a l i v e  o r  dead she i s  c la s s e d  as a widow because 
she i s  bound permanently to him by her marriage vows and, 
perhaps more im portantly  in  th is  p a r t i c u l a r  romance, by the
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s tren gth  o f  her love  f o r  him. For both o f  these reasons she 
i s  not  f r e e  to love  o t h e r s .  The f i n e  sense o f  poignancy i s  
conveyed by the c o n t r a p o s i t i o n  o f  one c o n t r a s t in g  term with 
another in  the space o f  no more than two l i n e s :
hoy viuda y so la  
y ayer  por ca sa r ,  1 1 .3 -4
tan c o r t o  e l  p la ce r ,
tan la rgo  e l  pesar, 11 .13 -14 .
A f t e r  reprov in g  her mother f o r  a llow ing  her to become a v ic t im  
to t h is  f a t e ,  the g i r l  o f  'L a  más b e l l a  n iña ' d es cr ib es  in  the 
th ird  stanza the o n ly  a c t i o n  she f e e l s  capab le  o f  tak ing . The 
p r o o f  o f  her  g r i e f  i s  apparent . She p ossesses  two s e ts  o f  eyes 
one which are  those o f  her  husband and now f a r  o f f  a t  the wars, 
and an other , her own, which a ls o  perform an unnatural a c t i o n ,  
weeping where once they took d e l i g h t  in  gazing  on her l o v e r ' s  
e y es .  The sense o f  unnaturalness i s  in creased  by the r e fe r e n c e  
to the lo v e r  who was her peace ( o f  heart  and mind) taking p a r t  
in  the t e r r o r s  o f  war.
She t e l l s  her mother n o t  to t ry  to prevent her tea rs  o r  
reprimand her f o r  her  a c t i o n s ,  f o r  weeping i s  the on ly  j u s t i ­
f i a b l e  a c t i o n  f o r  h e r .  To t r y  to stop  her i s  u s e le s s .  Not o n ly  
that ,  tea rs  are the s o le  a l l e v i a t i o n  she can f ind  f o r  her g r i e f  
to  t ry  to prevent them would be a slow and s i l e n t  death f o r  her 
Having spoken sharply  to her  mother, she once  more t r i e s  to 
s o f t e n  h er .  Uardropper suggests  that th is  ( '  Dulce madre mía' ) 
may be an e f f o r t  to win the m oth er 's  sympathies and e n l i s t  her  
tears  t o o .  Again, however, there i s  an element o f  reproach in  
her q u e s t io n ;  ' ¿quién no l l o r a r á ,  aunque tenga e l  pecho como un 
p e d e r n a l ? ' . The p i t y  l i e s  in  that one so young is  doomed to
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wither away with g r i e f  in  the years when she should be in  the 
f u l l  bloom o f  her youth.
In s p i t e  o f  her a p p e a ls  f o r  sympathy, the g i r l  i s  l e f t  to 
r e a l i z e  that she must a c c e p t  the burden o f  her  own s o l i t u d e .
She commands the n igh ts  t o  be gone f o r  she has no use f o r  them. 
Where she once stayed awake with her husband throughout the 
n igh t ,  now she i s  a lone i n  a ha lf-em pty  bed. She begs now that 
both the n igh ts  and her m other w i l l  leave her a lone  again  to 
weep ' by the shores o f  th e  sea' .
The r o l e  o f  the n a r r a t o r  i s  b r i e f  but s p e c i f i c  h ere .  The 
s i t u a t io n  i s  s w i f t l y  in trod u ced  without a u t h o r ia l  comment, 
except that perhaps we a r e  moved to p i t y  because she i s  the 
most b e a u t i fu l  g i r l  known to  the n a rra to r .  The mother does 
not speak and th is  i s  a u su a l  occurrence. J .  G. Cummins sa ys :
' i n  a high proportion  o f  p o e m s , . . . t h e  words o f  the g i r l  are 
addressed to her mother, who may be a sympathetic  c o n f id a n te ,  
but i s  commonly a h o s t i l e  f i g u r e ,  a hindrance to the love  
a f f a i r .  In the sh or te r  C a s t i l i a n  l y r i c s ,  the mother r a r e ly
speaks h e r s e l f ,  but d ia lo g u e s  between mother and daughter
53o fte n  o c cu r  in  the G a l ic ia n  cosa u te ' . -Here she i s  n ot  n o t i c e ­
ably  h o s t i l e ,  but in  ' L loraba la niña' the mother does speak a 
and her words suggest a t o t a l l y  d i f f e r e n t  a t t i t u d e  towards her 
daughter:
D íce le  su madre:
' H ija , p or  mi amor, 
que se acabe e l  l la n to ,  
o me aca b e  y o . '  11 .19 -22 .
The obv ious  qu est ion  i s  why she should want to k i l l  h e r s e l f ?  
Here i t  i s  not because she i s  g u i l t - r id d e n  ov e r  p lac ing  her 
ch i ld  in  such a p l i g h t ,  bu t  because she i s  d r iv en  to i t  by the
g i r l ' s  p e r s i s t e n c e .  She r e a l l y  cannot stand i t  any longer , 
and the f i r s t  stanza o f  the rom an cil lo  t e l l s  why.
Quite sim ply , the g i r l  c r i e d .  'L lo ra b a '  rep ea ted ly  and 
over  a long p er io d  o f  time. The verb  ' l l o r a r '  i s  g iven  in  the 
im per fect  tense to  convey th is  id e a .  She c r i e d  over the ab­
sence o f  her  l o v e r .  'D e jó la  tan n ina /que  a p e n a s . . . /que ten fa  
lo s  años/que ha que la d e jó '  ( l i n e s  5 - 8 ) .  This  conveys an 
idea o f  the time s c a l e .
In 'La  más b e l l a  niña' there i s  a l s o  a n o t i c e a b l e  time 
s c a le ,  -  a yer /h oy  -  which even though i t  i s  l i k e l y  to be f i g u ­
r a t iv e  suggests the  course  o f  very  re ce n t  e v e n ts .  However, 
when the g i r l  o f  ' L loraba la niña ' was l e f t  by her lo v e r  she 
was very young. It  appecars, that she was s c a r c e l y  as o ld  as the 
nimber o f  years th a t  have passed s in ce  he l e f t .  In r e a l i s t i c  
terms, f o r  a g i r l  to  have had a lo v e r  a t  a l l  she must have 
been around fo u r te e n  years o f  age . In which ca s e ,  he abandoned 
her some fou r teen  o r  f i f t e e n  years b e fo r e  the o c c a s io n  o f  the 
poem. ' La niña' now must be approaching t h i r t y  years o f  age 
and y e t  she i s  s t i l l  lamenting her l o s s .  N e ither  i s  her lament 
in te r m it te n t .  She weeps co n s ta n t ly  both day and n ig h t :
la h a l la  la Luna 
y la deja  e l  S o l ,  1 1 .1 1 -1 2 .
I s  i t  any wonder then that the mother, who has a w a iling  spin-; 
s t e r  f o r  a daughter, i s  almost dr iven  to s u ic id e ?
A fu r th er  in t e r e s t in g  a sp ect  o f  the f i r s t  stanza i s  mani­
fe s te d  in  the v o i c e  o f  the n a rra to r .  He in trod u ces  us to the 
scene o f  the g i r l ' s  lament as in  ' La más b e l l a  niña' , but then, 
ra th er  than draw a s id e ,  he prompts us to q u e s t io n  her a c t i o n s .  
His f i r s t  o u t r ig h t  comment i s :
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Lloraba la niña
(y  ten ía  razón) 1 1 . 1 - 2
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'Y  tenía razón ' appears in  parentheses because he i s  g iv in g  us 
h is  own va lu e  judgement and s im ultaneously  a n t i c ip a t in g  the 
e s t r i b i l l o . Like the g i r l  in  ' La. más b e l la  niña' she i s  j u s t i ­
f i e d  in  her t e a r s ,  o r  so we might a t  f i r s t  th ink . Yet the less  
obvious n a r r a t o r i a l  comment o f  the r e s t  o f  the stanza leads us 
to suspect th a t  he i s  u t te r in g  the words in  a ton gu e -in -ch eek  
fa sh io n .  He f o l l o w s  immediately in  l in e  three by d e sc r ib in g  
the absence as  ' p r o l i j a ' . This i s  an unexpected c h o i c e  o f  word 
under the c ir cu m sta n ces ,  p a r t i c u l a r ly  in  one o f  G óngora 's 
' seemingly a r t l e s s '  romanci1 l o s . ' P r o l i j o '  means ' la r g o ,  pro­
longado' and Alemany y Se lfa  a c ce p ts  t h i s .  Corominas g iv e s  a 
len g th ie r  d e s c r i p t i o n :
Pro l i j o  Nebr. " - i x o ,  cosa  luenga: p r o l i x u s "  
tomado de p ro l ix u s  1 f l u y e n t e ' , ' l a r g o ,  pro ­
fu s o '  , de la  misma r a íz  que l i q u e r e ; es 
pa labra  muy so co r r id a  en e l  S ig lo  de Oro 
y que t iende  a tomar m at ices  v a r io s ;  e l  más 
común, entonces como hoy, es ' p ro fuso , 
demasiado la rg o '  ( fre cu en t ís im o  hablando 
de e s c r i t o s ,  nada raro con r e fe r e n c ia  a 
p a l a b r a s , . . . ) .
This l a t in a t e  word, c a r e f u l l y  chosen by Gongora, i s  connected£3a
to the idea o f  a r t  and l i t e r a t u r e  in  p a r t i c u la r .  The Oxford 
English D ic t io n a ry  a ls o  a s s o c ia t e s  the English ' p r o l i x '  with 
l i t e r a t u r e :
-  o f  n a r r a t iv e ,  n a rra tor  &c. -  
len g th y ,  longwinded, te d io u s .
Not on ly  does th is  s in g le  a d je c t i v e  t e l l  us o f  the length o f  
the absence but a ls o  o f  how everyone concerned f e e l s  about i t .  
I t  i s  not o n ly  ted ious  to the g i r l  but, because o f  her weeping,
g i r l ' s  p e r s i s t e n c e .  She r e a l l y  cannot stand i t  any longer, 
and the f i r s t  stanza o f  the rom a n c i l lo  t e l l s  why.
Quite  simply, the g i r l  c r i e d .  'L lo ra b a '  repeated ly  and 
over  a long  per iod  o f  time. The verb ' l l o r a r '  i s  g iven in  the 
im per fect  tense to convey t h is  id e a .  She c r ie d  over the ab­
sence o f  h e r  l o v e r .  'D e j ó l a  tan n ina/que a p en as . . . /que te n ía  
lo s  añ os /qu e  ha que la d e jó '  ( l i n e s  5 - 8 ) .  This conveys an 
idea o f  the  time s c a le .
In ' La más b e l l a  niña ' th e re  i s  a ls o  a n o t ic e a b le  time 
s c a le ,  -  a y er /h oy  -  which even though i t  i s  l i k e ly  to be f i g u ­
r a t iv e  su ggests  the course  o f  v e ry  recen t  events . However, 
when the g i r l  o f  ' L loraba la  n iñ a ' was l e f t  by her lo v e r  she 
was very  young, i t  appeori, th a t  she was s c a r c e ly  as o ld  as the  
number o f  years that have passed  s in ce  he l e f t .  In r e a l i s t i c  
terms, f o r  a g i r l  to have had a lo v e r  a t  a l l  she must have 
been around fou rteen  years o f  a g e .  In which case, he abandoned 
her some fou r teen  o r  f i f t e e n  yea rs  b e fo re  the o c ca s io n  o f  the 
poem. ' La niña' now must be approaching t h i r t y  years o f  age 
and y e t  she i s  s t i l l  lamenting her l o s s .  Neither i s  her lament 
in t e r m it t e n t .  She weeps c o n s t a n t ly  both day and n ig h t :
la h a l la  la  Luna 
y la d e ja  e l  S o l ,  11 .11 -12 .
I s  i t  any wonder then that the mother, who has a w ailing  spin-; 
s t e r  f o r  a daughter, i s  a lm ost dr iven  to su ic ide?
A fu r th e r  in t e r e s t in g  a s p e c t  o f  the f i r s t  stanza i s  mani­
fe s te d  in  the v o ic e  o f  the n a r r a t o r .  He in troduces  us to the 
scene o f  the g i r l ' s  lament as in  ' La más b e l la  niña' , but then, 
ra ther  than draw a s id e ,  he prompts us to question  her a c t i o n s .  
His f i r s t  o u t r ig h t  comment i s :
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Lloraba la  niña
(y  ten ía  razón) 1 1 . 1 - 2 .
' Y ten ía  razón' appears in  parentheses because he i s  g iv in g  us 
h is  own value judgement and s im ultaneously  a n t ic ip a t in g  the 
e s t r i b i l l o  . Like the g i r l  in  ' La. más b e l l a  niña' she i s  j u s t i ­
f i e d  in  her te a r s ,  o r  so we might a t  f i r s t  th ink . Yet the le s s  
obv ious  n a rra to r ia  1 comment o f  the r e s t  o f  the stanza leads us 
to su spect  that he i s  u t te r in g  the words in  a ton gu e -in -ch eek  
fa s h io n .  He fo l l o w s  immediately in  l in e  three by d esc r ib in g  
the absence as ' p r o l i j a ' .  This i s  an unexpected ch o ice  o f  word 
under the c ircum stances , p a r t i c u l a r ly  in  one o f  Góngora 's 
' seemingly a r t l e s s '  r o m a n c i l lo s . ' P r o l i j o '  means ' la rg o ,  pro ­
longado' and Alemany y S e l fa  a c ce p ts  t h i s .  Corominas g iv e s  a 
l e n g th ie r  d e s c r ip t io n :
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P r o l i  jo  Nebr. " - i x o ,  cosa luenga : p r o l i x u s "  
tomado de p r o l ix u s  1 f lu y e n te '  , ’ la rg o ,  pro­
fuso '  , de la misma r a íz  que l i q u e r e ; es 
palabra muy so c o r r id a  en e l  S ig l o  de Oro 
y que t iende  a tomar m atices  v a r i o s ;  e l  más 
común, entonces como hoy, es ' p ro fu so ,  
demasiado la rg o '  ( f r e c u e n t ís im o  hablando 
de e s c r i t o s ,  nada raro con r e fe r e n c ia  a 
p a la b r a s , . . • ) .
This l a t in a t e  word, c a r e f u l l y  chosen by Gongora, i s  connected
S 3a
to the idea  o f  a r t  and l i t e r a t u r e  in  p a r t i c u l a r .  The Oxford 
English D ic t ion a ry  a ls o  a s s o c ia t e s  the English  ' p r o l i x '  with 
l i t e r a t u r e :
-  o f  n a r r a t iv e ,  n a rra to r  &c. -  
lengthy, longwinded, ted iou s .
Not o n ly  does th is  s in g le  a d je c t i v e  t e l l  us o f  the length o f  
the absence but a ls o  o f  how everyone concerned f e e l s  about i t .  
I t  i s  n o t  on ly  ted ious  to the g i r l  but, because o f  her weeping,
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a l s o  to everyone e l s e  around h er .  The n a rra to r  seems to be 
suggesting  a t  the same time that to some ex te n t  she i s  c re a t in g  
her own g r i e f ,  as p o e ts  invent th e ir  poems:
añadiendo siempre
pasión a pasión ,
memoria a memoria,
d o lo r  a d o lo r .  11 .13 -16 .
She i s  p erp e tu a t in g  her own g r i e f  and s e l f - p i t y  by c o n s ta n t ly  
r e - in v e n t in g  p a s s io n s  and memories to nourish  h er  own p a in .
Her g r i e f  i s  r e a l l y  on ly  a f i c t i o n ,  fed  by her own tea rs  and 
h er  con t in u a l  reassu ran ce  to  h e r s e l f :
Llorad, corazón , 
que ten é is  razón.
I f  what the n a r r a t o r  b e l i e v e s  i s  true, th a t :
Dejóla  tan niña, 
que apenas, creo  y o , 
que ten ía  lo s  años
que ha que la d e jó .  11 .5 -8  (my i t a l i c s )
then the g i r l  would have hardly  known enough lo v e  o r  pass ion  to 
l a s t  her a l l  the y e a r s  in  between, and her g r i e f  i s  not in  that 
case  f o r  the ' g a l á n  t ra id o r '  (a s  the n a rra tor  c a l l s  him) but 
f o r  her ' in g ra to  amor' . She weeps not f o r  the return  o f  a spe­
c i f i c  lo v e r  but f o r  the return o f  love i t s e l f .  She i s  in  love 
w ith  the idea o f  b e in g  in  l o v e .  Just as the lo v e r  o f  the trad ­
i t i o n a l  l y r i c  wept in ce s s a n t ly  f o r  h is  ' i n g r a t a ' ,  she i s  r o l e -  
p lay ing  t o o ,  and because  o f  her s i l l y  in s i s t e n c e  on making 
th ings worse by h e r  own in ven tion  we can h ard ly  expect e i t h e r  
the n a rra tor  o r  h e r  mother to show any sympathy.
T he m o t h e r  n e x t  a p p e a l s  t o  h e r  d a u g h t e r  t o  b e  s i l e n t  ' p o r
m i  a m o r ' ,  t h a t  i s  e i t h e r  i f  s h e  l o v e s  h e r  m o t h e r  a t  a l l  o r  i f
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a l s o  to everyone e l s e  around h er .  The n a rra to r  seems to  be 
suggesting  a t  the same time that to some exten t she i s  crea t in g  
her own g r i e f ,  as p oets  invent t h e i r  poems:
añadiendo siempre
pasión  a pasión ,
memoria a memoria,
d o lo r  a d o l o r .  11 .13 -16 .
She i s  perpetuating  her own g r i e f  and s e l f - p i t y  by co n s ta n t ly  
r e - in v e n t in g  passions  and memories to nourish  her own pain .
Her g r i e f  i s  r e a l l y  o n ly  a f i c t i o n ,  fed  by her own tea rs  and 
her  con t in u a l  reassurance to h e r s e l f :
L lorad, corazón , 
que te n é is  razón.
I f  what the n a rra tor  b e l i e v e s  i s  true , th a t :
D e jó la  tan niña, 
que apenas, c reo  y o , 
que ten ía  lo s  años
que ha que la d e jó .  11.5-8 (my i t a l i c s )
then the g i r l  would have hardly  known enough love  o r  passion  to 
l a s t  her a l l  the years  in  between, and her g r i e f  i s  n o t  in  that 
ca se  f o r  the 'g a lá n  t r a id o r '  (a s  the n a rra tor  c a l l s  him) but 
f o r  her ' in gra to  amor' . She weeps not f o r  the return o f  a spe­
c i f i c  lo v e r  but f o r  the return  o f  love  i t s e l f .  She i s  in  love 
w ith  the idea o f  being in  l o v e .  Just  as the lover  o f  the trad­
i t i o n a l  l y r i c  wept in c e s s a n t ly  f o r  h is  ' ingrata '  , she i s  r o l e -  
p lay ing  to o ,  and because o f  her s i l l y  in s i s t e n c e  on making 
th ings worse by her own in ven tion  we can hardly  expect  e i t h e r  
the n a rra tor  o r  her mother to show any sympathy.
T h e  m o t h e r  n e x t  a p p e a l s  t o  h e r  d a u g h t e r  t o  b e  s i l e n t  ' p o r
m i  a m o r ' ,  t h a t  i s  e i t h e r  i f  s h e  l o v e s  h e r  m o t h e r  a t  a l l  o r  i f
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she wishes to  keep her m other 's  l o v e ,  but the g i r l ' s  answer i s  
t o t a l l y  firm . She w i l l  not be persuaded: 'No podrá s e r ,  n o ' .
This formula o f  p la c ing  the emphatic word a t  the beg inn ing  and 
the end o f  the l i n e  was common in  popular p o e t r y ,5^ and Góngora 's 
use o f  i t  here emphasizes the p op u la r  elements o f  the poem 
w ith in  the mother-daughter d ia l o g u e ,  w h i ls t  d is p la y in g  how un­
compromising the g i r l  i s .  Her reason  f o r  con t in u in g  to  weep:
las  causas son muchas,
lo s  o jo s  son d o s .  11 .25-26
i s  n o t  a c cep ta b le  to anyone but to  h e r s e l f .  She can g iv e  no 
o t h e r  reason f o r  her  tears but t h i s  nonsense. Unlike the g i r l  
in  'L a  más b e l la  niña' she cannot produce enough ev iden ce  to 
j u s t i f y  her te a rs .  Her excuse i s  that they are the o n ly  
th in gs  that can make good the wrong she has s u f f e r e d :
Satis fagan, madre,
tanta s in razón ,
y lágrimas l l o r e n
en esta  o c a s i ó n ,
tantos como de l í o s
un tiempo t i r ó
f le ch a s  amorosas
e l  arquero D io s .  11 .27 -34 .
The syntax here i s  com plicated , d isp ro v in g  the theory  o f  a 
s im ple  poem. Alonso quotes th is  passage in  Góngora y e l  Polifemo 
but does n ot  g ive  any form o f  e x p la n a t ion  o f  the sense o f  the 
g i r l ' s  w o r d s .^  She says that now, s in ce  being abandoned, her 
eyes w i l l  shed as many tears as o n ce  the god o f  love  sent out 
lo v in g  darts from them. This i s  a strange a l l u s i o n .  No 
q u a n t i t i e s  are sta ted  here, and i n  mythology Cupid possessed  
o n ly  two kinds o f  arrows; those t ip p ed  with go ld  which caused 
the person to f a l l  in  love  o r  leaden  ones which i n i t i a t e d  d i s ­
da in  o r  hatred in  the v ic t im .  In  e i t h e r  case  the e f f e c t  was
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instantaneous and Cupid needed o n ly  to  f i r e  one arrow a t  the 
m a jor ity  o f  h is  v i c t im s .  What, then, i s  the g i r l  sa y in g ,  f o r  
she a ls o  c la im s that the f l e c h a s  are  sent from her eyes 
( d e l l o s )? I s  she using the phrase ' amorosas f l e c h a s '  to  denote 
the lov ing  g lan ces  she shot  a t  her  lover?  She may be making 
the re fe re n ce  to  the ' arquero Dios' s o l e l y  because she knows 
o f  i t s  use in  l i t e r a r y  con vention  and hopes that i t  w i l l  add 
to her r o l e  as the s l i g h t e d  lo v e r .  I f  so she uses i t  m istakenly  
by r e f e r r i n g  to  f l e c h a s  in  the p lu r a l ,  f o r  t h i s  would suggest ,  
i f  a s in g l e  shot i s  a l l  th a t  i s  requ ired ,  th a t  she threw out 
her amorous g la n ces  a t  many men. In s p i t e  o f ,  o r  maybe even 
because o f  that, n o t  a s in g l e  man has remained as her l o v e r .
A fu r th e r  i n d i c a t i o n  that she does n ot  think ou t  her  
reasons s u f f i c i e n t l y  b e fo r e  v o i c in g  them i s  found in  the next 
quatra in . She s t a t e s :  ' Ya no can to ,  m adre ' , but then, because 
i t  s u i t s  her  lam entations b e t t e r ,  she changes her mind, adding:
y s i  canto yo ,
muy t r i s t e s  endechas
mis canciones  son, 11 .36 -38 .
She never once s top s  com pla in ing . The o n ly  songs she ever  sings 
are sad and lamenting o n es .  Then she adds to  what she sa id  in  
l in e  35:
porque e l  que se fue , 
con lo  que l l e v o ,  
se d e jó  e l  s i l e n c i o ,  
y l l e v ó  la v o z .  11 .39 -42 ,
that she i s  deprived  o f  her  v o i c e  by the one who has l e f t  her 
and taken i t  w ith  him. Here again  th is  i s  a p e c u l ia r  r e fe r e n c e .  
Generally  l o v e r s  take the eyes o r  the h earts  o f  t h e i r  spouses 
with them, a t  l e a s t  m e ta p h o r ic a l ly .  Why should he then have
taken away her v o ic e ?  I t  should be n o t i c e d  too that  he took 
something e l s e  with him, a lthough  1 lo  que l l e v ó '  i s  l e f t  un­
s p e c i f i e d ,  and as such i t  i s  easy to  sp e cu la te  that  he must 
a ls o  have run o f f  with h e r  honour. Unlike ' La más b e l l a  niña' , 
nothing i s  g iven  to t e l l  us that the co u p le  in  q u est ion  were 
married, so we must assume that they were n o t .  This would 
exp la in  why she i s  s t i l l  s in g l e ,  as no man would wish to  marry 
a g i r l  who was no lo n g e r  pure. In tak ing  t h i s ,  he a ls o  takes 
away her a b i l i t y  to com pla in  about h is  wrongdoing. She must 
remain s i l e n t  in  o rd e r  to  h ide the shame o f  her in d i s c r e t i o n ,  
otherw ise  her hopes o f  e v e r  f in d in g  a husband w i l l  be f o r f e i t e d .
There may a lso  be i n  th is  f i n a l  qu atra in  a su ggest ion  that 
he l e f t  her in  ord er  to  prevent her  denouncing him. ' Voz' can 
a ls o  be taken to mean ' rumour' o r  ' g o s s i p '  . ^ 6 I t  may be that 
rumour o f  the i l l i c i t  l o v e  a f f a i r  had spread and in  o rd er  to 
s i l e n c e  the tongues o f  the g o s s ip s  he f l e d .  In doing so he 
would a ls o  have prevented  her demanding that  he marry h er .  She 
cannot now speak up because  i t  i s  too  l a t e .  Both she and the 
g o ss ip s  were s i l e n c e d  a t  once .
L i t t l e  e ls e  needs to  be sa id  about the rom an cil lo  except 
that i t  i s  q u ite  c l e a r l y  d i f f e r e n t  in  both  tone and sentiment 
from ' La más b e l la  n i ñ a ' . Far from be ing  a l e s s - s u c c e s s f u l  
v e rs io n  o f  the e a r l i e r  poem, i t  i s  in  f a c t  a t o t a l  r e v e r s a l  o f  
i t ,  almost to the e x t e n t  o f  becoming a parody. In these 
romanci1l o s , Góngora p resen ts  us with the two s id e s  o f  an 
amorous c o in .  ' La más b e l l a  n iñ a * , d e l i c a t e ,  sensuous and 
deeply touching, e x p re sse s  genuine f e e l i n g  f o r  the absence o f  
a loved one, w h i ls t  ' L loraba la  n iña ' s e t s  out to r i d i c u l e  the
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g i r l  who w i l l  not a c c e p t  her p l i g h t ,  and so burdens everyone
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e ls e  with her con stan t  w a i l in g .  They show between them both 
the s e r io u s  and the absurd a sp ects  o f  p a rted  lo v e rs ,  and in  
both poems the n a r r a to r  g iv es  us the i n i t i a l  c lu e s  as to  how 
the l in e s  should be in te r p r e t e d .  'La más b e l l a  niña' i s  t ru ly  
one o f  G óngora 's most e x p e r t ly  w r it ten  romances amorosos, but 
I would p la c e  ’ L loraba la niña' n o t  s im ply among the romances 
e r ó t i c o » o  amorosos as Duran does , but in s te a d  among a subgenre 
o f  romances b u r le s c o s  amorosos as another f i n e  example o f  
Góngora 's a b i l i t y  to  parody even h is  own l i t e r a r y  achievements 
s u c c e s s f u l l y .
3 : ' FRESCOS AIRECILLOS’
'F r e s c o s  a i r e c i l l o s '  dates  from the yea r  1590, when Góngora 
was engaged in  h is  t r a v e l s  around Spain on e c c l e s i a s t i c a l  
b u s in e ss ,  and a year  in  which he v i s i t e d  the c i t i e s  o f  Madrid 
and S e v i l l e  in  p a r t i c u l a r .  I t  i s  n o t  an i s o la t e d  romance 
f o r  a n oth er  f i v e  were composed in  the same year, one o f  which 
i s  a l s o  o f  an amatory n a tu re .  1590 was indeed a s u c c e s s fu l  
year f o r  Góngora the p oe t ,  f o r  he c a r r ie d  o f f  the p r iz e  o f  the 
certamen p o é t i c o  h e ld  f o r  the f e s t i v a l  o f  San Hermenegildo in 
S e v i l l e  w ith  h is  sonnet w r i t te n  f o r  the o c c a s io n ,  'Hoy e l  
sacro y venturoso  d ía '  .
The rom a n cil lo  makes i t s  f i r s t  appearance in  p r in t  in  the 
1605 e d i t i o n  o f  the Romancero g e n e r a l , f o l i o s  36-37 ^ under 
the heading OTRO ROMANCE. In 1627 Vicuña c l a s s i f i e s  i t  as a 
romance l í r i c o  and i t  appears again  in  Hoces y Córdoba ( romance
l í r i c o ) .  I t  i s  published  again  in  Saragossa, 1638, in  the
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Laberinto  amoroso de lo s  m ejores  y mas nuevos romances.
Duran in c lu d e s  i t  in  h is  Co l e c c i ó n . . .  (1 8 4 9 -5 1 ) ,  cop ied  from 
the 1605 Romancero g e n e ra l , under the heading ' r o m a n c i l l o s  
e r ó t i c o s  o a m a t o r io s ' . In s p i t e  o f  so few appearances in  p r in t ,  
there a r e  two major v a r ia n ts  o f  the poem and th e ir  d i f f e r e n c e s ,  
a lthough sm all,  a re  v e r i f i e d  by two manuscript v e r s io n s ;  one 
from Chacón and one from a m anuscript to be found in  the 
B r it is h  Museum. I  s h a l l  dea l w ith  these v a r ia n ts  la t e r  in  
th is  s tu d y .
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Apart from a few notes a t t a c h e d  to the poem by e d i t o r s  
(Carreno, f o r  example) and a s h o r t  passage in  Jarrones's 
Études . . . 59 no d e t a i le d  study has  y e t  been made o f  th is  de­
l i g h t f u l  sh ort  poem. Jarrones c l a s s i f i e s  i t  as a romance ven a -  
t o r i o  and d e s c r ib e s  i t  as g r a c i e u s e . He c a l l s  on i t  in 
support o f  an argument f o r  G ó n g o ra 's supposed love  f o r  the nun 
Doña Luisa de Cardona and he l i n k s  i t  thus to severa l o th e r  
romances both o f  e a r l i e r  and l a t e r  com posit ion  dates than 
' Frescos a i r e c i l l o s '  . He reg a rd s  the nymph o f  the rom a n c i l lo  
as the same person as the lady o f  ' M or is te ,N in fa  B e l l a ' ,  
' C a s t i l l o  de San C erv an tes ' ,  'A  vos d igo ,  señor Tajo' and 
' Ensíllenme e l  asno ru c io '  , a rg u in g  that Nise and Leda are 
l i k e l y  to be pseudonyms f o r  the same woman, so long as one 
a ccep ts  the spans o f  time s e p a ra t in g  the poems. The b a s is  f o r  
t h i s ,  and even f o r  l in k in g  a nun and a nymph a t  a l l ,  appears 
to l i e  in  the n o t io n  o f  c h a s t i t y  suggested by a d i s c i p l i n e  
o f  Diana, y e t  which i s  s im ultan eou s ly  denied by the p h y s ic a l  
appearance o f  a young woman o f  g r e a t  beauty . Jammes p o in ts  to 
the link  between these two su g g e s t io n s  to be found in  
l in e s  25 -36 :
y v o so tro s  lu ego  
calándoos a p r ie s a  
con- la s c iv o s  so p lo s  
y a las  l i s o n j e r a s ,  
sueno le s  t r a j i s t e s  
y descuido a v u e lta s ,  
que en pago o s  v a l ie ro n  
m il  v is t a s  s e c r e t a s ,  
s in  tener d e l  v e lo  
env id ia  n i  q u e ja ,  
n i  andar con la  fa lda  
luchando por  fu erza ;
By p la c in g  th is  su ggest ion  o f  vo luptuousness  in  the in v o c a t io n  
to the winds b e fo re  the appearance in the poem o f  the nymph,
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Góngora s u c c e s s f u l l y  t ra n sp la n ts  the idea without having to 
make a d i r e c t  r e fe r e n c e  to the g i r l  as an o b j e c t  o f  sexual 
d e s i r e .  T his , says Jammes, harmonizes the idea o f  vo luptuous­
ness with that  o f  c h a s t i t y .
Jammes's claim i s ,  then, th a t  one should sense the poem’ s
a u to b io g ra p h ica l  nature because o f  the l in k  with Doña Luisa
and a l s o  the r e fe r e n c e  a t  l i n e s  97-98 to D a l iso  who 'e n f e r m o . . .
ju n to  a l  Tajo q u e d a '• D aliso  -  ' ba jo  é l  se enmascara Góngora'
(C arreño) -  appears aga in  in  'M o r i s t e ,  Ninfa B ella ' and a ls o
in  one o f  the sonnets , an en igm atic  and melancholy f i g u r e .
Jammes a c ce p ts  the idea that the poet i s  in  d isg u ise  as a
s h ep h erd - lov er ,  i n s i s t i n g  that l in e s  97-98 are  not m erely a
metaphor, but an ex p ress ion  o f  the p o e t 's  f e e l in g s  as he passed
through Toledo in  December 1589 o r  January 1590. Furthermore,
he a s s o c i a t e s  Nise/Leda with a s o l e  woman because Góngora has
tended to r i t u a l i z e  her a c t io n s  in  a l l  the poems in which she 
60ap p ea rs :
Tantôt e l l e  p ou rsu it  le  ch e v re u i l  b le s s é ,  
ta n tô t  e l l e  c la v e  au tronc d 'un chêne la 
t ê t e  d 'un  c e r f ,  ou b ie n ,  fa t ig u é e  de la 
ch asse , e l l e  v ie n t  se  baigner à la 
r i v i è r e  e t  s ' é tendre au pied d 'un  roch er .
Be that  as i t  may, the rom a n c il lo  i s  not a stra ight forw ard  
d e s c r ip t io n  o f  a nymph but a l s o  in c ludes  a h ig h ly  persuasive  
in v o c a t io n  to the winds which I now propose to analyse  in 
g r e a te r  depth.
In form the rom an cil lo  i s  a simple poem o f  one hundred a 
and twenty h e x a s y l la b i c  l in e s  w ith  no true s t ro p h ic  o r  stan za ic  
arrangement in  any o f  i t s  published  forms, but which i s  s trop h ic  
in  Chacón. I t  i s  rhymed a sso n a n ta l ly  throughout in  e -a ,  and
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c o n s i s t s  o f  two m ajor  s e c t i o n s ,  the f i r s t  ask ing  the winds to  
do the p o e t ' s  b id d in g .  Eight e x a c t ly  c e n t r a l  l in e s  bring  
about the turn o f  the poem's fo cu s ,  l in e s  56-64 being a de­
s c r i p t i o n  o f  the g i r l  as a guide  f o r  r e c o g n i t i o n .  In the 
second h a l f  o f  the poem the winds are charged with the p o e t ' s  
message and in s t r u c t i o n s  on how to proceed  with i t s  d e l i v e r y .  
From l in e  94 to the end o f  the poem the message i s  presented  
in  i t s  e n t i r e t y .
I  s h a l l  d i s c u s s  the poem as i t  appears in  the Chacon 
m anuscript and i s  reproduced by Carretto. An in v o ca t io n  to 
the winds c o n s t i t u t e s  the f i r s t  f i f t y - s i x  l i n e s  o f  the poem, 
the movement o f  which su b t ly  reminds one o f  the f e e l  o f  the 
wind, f o r  the words and phrases come in  g u s ts  and l u l l s .  
Jammes d e s c r ib e s  the s tru c tu re  as ' s inueuse , c a p r i c i e u s e ,  la  
phrase s' a r r ê te  pour r e p a r t i r ,  comme le  s o u f f l e  du vent 
q u 'e l l e  évoqué' The nature o f  the winds which Góngora i n ­
vokes i s  c l e a r l y  s o f t ,  g e n t le  and s o o th in g .  Spring b re e z e s ,  
they o f f e r  r e l i e f  from the heat o f  the sun and prov ide  n e c e s ­
sary r e s p i t e  from i t s  ' a rd ien te  fuerza '  on  the p la in  o f  the 
Tagus. Although g e n t le ,  they are  n e v e r th e le s s  c a p r ic i o u s  
enough to s c a t t e r  and blow the heads o f  th e  f low ers  around,
and are  sensuously  c o o l in g  and f r e s h .  The wind has many
6 2functionsand  con n ota t ion s  in  mythology and f o l k l o r e ,  and 
Góngora employs h i s  knowledge o f  the r i c h n e s s  o f  t r a d i t i o n a l  
symbol to r e i n f o r c e  the impact o f  the imagery in  t h is  appar­
e n t ly ,  y e t  d e c e p t iv e ly ,  simple poem. The breezes  are  fr e e  
and thus can p rov id e  the poet with a m eta ph or ica l  freedom to 
t ra v e l  with them from the banks o f  the Tagus to the s id e  o f  
h is  h e a r t ' s  d e s i r e  in  A ndalusia . That freedom may p r e v a i l
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even fu r th e r  in to  a freedom o f  exp ress ion ,  as the winds a ls o  
bring  a c r e a t i v e  im pulse to the poet ,  enabling  him to r e v e a l ,  
on the whispers o f  the wind, thoughts that would otherw ise  
remain u nu ttered . These breezes  whisper ra ther than howl and 
so the p o e t  en tru sts  them with h is  message. Yet he may be 
na ive  in  t h i s ,  as the element o f  a i r  i s  so renowned f o r  i t s  
c a p r ic e  and in co n s ta n cy .  The poet must be aware o f  th is  
n o t o r i e t y  f o r  he e n t i c e s  the breezes  in to  h is  s e r v i c e  with a 
promise th a t  they w i l l  be in  the presence o f  'una n in fa  b e l l a ' ,  
knowing f u l l  w e l l  th a t  the wind w i l l  a c ce p t  th is  p r o p o s i t i o n  
because i t  i s  a metaphor f o r  d e s ir e  and a f e r t i l i t y  symbol. 
GSngora d e s c r ib e s  the lu s ty  nature o f  the breezes  in  qu est ion :
y  v o s o t r o s  luego
ca lándoos  apriesa
con  la s c iv o s  sop los
y a la s  l i s o n je r a s ,
sueño le s  t r a j i s t e s
y  descu ido  a v u e lta s ,
que en pago os v a l ie r o n
m i l  v i s t a s  s e c r e ta s ,  11 .25 -32 .
Yet in  s p i t e  o f  t h e i r  l i c e n t io u s n e s s  the poet con s id ers  the
breezes  to be the o n ly  ambassadors capable  o f  conveying such
an im portant message in  a manner su b t le  enough to impress h is  
63lady . De V ries  r e c o r d s  that ' in  myths winds are fu r th e r  
represented  a s :  . . . t h i e v e s ,  o f t e n  d e c e p t iv e ly  charming with 
music and e loq u en ce ;  they cannot be stopped and leave  no 
t r a c e . . . ' .  Nothing, then, cou ld  b e t t e r  convey unwanted sup­
p l i c a t i o n s  to an u n w il l in g  l i s t e n e r .  Incitem ent to love  i s  
the m ajor task o f  the sensuous breezes in  the poem, a lready 
competent in  the a r t  o f  c o u r ts h ip ,  weaving garlands to adorn 
the head o f  the p e r s o n i f i c a t i o n  o f  Spring and strewing f low ers
a t  her f e e t :
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Frescos a i r e c i l l o s ,  
que a la Primavera 
l e  t e j é i s  g u irn a ld a s  
y e sp a rc ís  v i o l e t a s ,  1 1 .1 -4 .
The presence o f  Spring i n  the second l in e  i s  an i n v i t a t i o n  
to  a lo cu s  amoenus se t  in  the e te r n a l  springtim e o f  A rcadia , 
but a l o c a t io n  a t  once con firm ed  and a ls o  denied by the mention 
o f  the Tagus. This Spanish r i v e r  whose banks were p r e v io u s ly  
used as a locus  amoenus by G a r c i la s o  de la Vega ( Eg logas I  and 
I I I ) ,  serves  a s l i g h t l y  d i f f e r e n t  purpose h e re .  The Arcadian 
springtim e i s  su b s t i tu te d  by a ' r e a l '  Spanish one and with i t  
a l l  fu r th e r  im p l ica t io n s  are l o s t .  In A r c a d ia 's  e te rn a l  
spr in g  (a  V erg i l ia n  con cept)  happiness  i s  found in  the f u l f i l ­
ment o f  love  which i s  g iven  f r e e l y ,  i f  i r r e s p o n s i b ly .* ^  Here 
we are  in  a C hr is t ian  land where, as in  T a s s o 's  Aminta,
' f l o w in g  h a ir  and nude bod ies  a r e  bound and con cea led  in  nets  
and c l o t h i n g ,  behaviour and c a r r ia g e  have grown s o p h is t i c a t e d ,  
and the very  g i f t  o f  love  i s  p e rv e r te d  in to  t h e f t ' . The 
sentim ent o f  s t o le n  love  i s  exp ressed  by Góngora h e r e :
. . . o s  han t e n id o  
d e l  Tajo en la  vega 
amorosos h u r to s  
y agradab les  penas, 1 1 .5 -8 .
The breezes  in  t h e i r  r o le  as th ie v e s  s t e a l  lov e  as J u p ite r  did 
in  h is  many d i s g u i s e s . ^  N e ith e r  does t h is  Spanish Arcadia 
p reserve  the s p r in g l ik e  innocen ce  o f  the pagan b u c o l i c  world, 
f o r  i t  has been invaded by the o th e r  seasons o f  the y e a r :
cuando d e l  e s t í o  
en la a r d ie n t e  f u e r z a . . .  
y que e l  A q u i lón  
con dura in c lem en cia  
desnude la s  p lan tas ,
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y v i s t a  la t i e r r a  
de la s  secas h o ja s ,
. . . a n t e s  que las  n ieves  
y e l  h ie l o  con v iertan  
en c r i s t a l  las  rocas ,
e n -v id r i o  las  se lv a s ,  11 .9 -10 , 9 1 -4 5 ,
4 9 -5 2 .
Now, l i k e  t in y  b i r d s ,  the breezes  perch among the branches 
o f  the p o p la r s ,  whose c lo s e - le a v e d  boughs o f f e r  d e fence  from 
the burning f o r c e  o f  the Spanish summer sun. One n o t i c e s  here 
a fa v o u r i t e  d e v ic e  o f  Gongora 's , f o r  he uses the vocabu lary  
o f  w arfare  when d e a lin g  with an amatory s u b je c t  ( f u e r z a ,  l in e  1 0 ; 
de fen sa s ,  l in e  12; luchando por fu erza ,  l in e  36; tregua , l in e  4 6 ) .  
The r u s t l i n g  le a v e s :
de h o ja s  in c i e r t a s ,
medias de esmeraldas, 
y de p lata  medias; 11.14-16
t e l l  us that  these  are white p op la rs ,  usu a lly  found a lon g  
r iverbanks and whose v e lv e t y  bark i s  sensuous to the tou ch . 
They p rov id e  shade f o r  the ' n in fa s '  and ’ z a g a l e j a s ' , shepherd 
g i r l s  o f  the Tagus p la in .  Here Gongora fuses  Arcadian shep­
herdesses  w ith  C a s t i l ia n  peasant g i r l s ,  m yth o log ica l  nymphs 
with b e a u t i f u l  country  g i r l s ,  and reminds as he does so  o f  
o th ers  who came o u t  o f  the r i v e r  i t s e l f :*’ '7
. . .P e in a n d o  sus c a b e l l o s  d’ oro  f in o  
una n in fa  d e l  agua do moraba 
la cabeza sa có ,  y e l  prado ameno 
v id o  de f l o r e s  y de sombras l l e n o .
M ovió la  e l  s i t i o  umbroso, e l  manso v ien to ,  
e l  suave o l o r  d’ aquel f l o r i d o  suelo  
las  aves en e l  f r e s c o  apartamiento 
v io  descanso del tra b a joso  v u e lo , .
G a r c i la s o ' s  nymphs are  a t t r a c te d  by the coo ln ess  o f  the shady 
trees  and the w ater , w h i ls t  the breezes p lay  around them. For
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Gongora, however, i t  i s  the breezes  themselves that e n t i c e  the 
maidens to the s p o t :
•••de sus r ib e r a s
m i l  veces  llam astes
y  v in ie r o n  e l l a s
a ocupar d e l  r i o
las verdes  c e n e fa s ;  11 .20 -24
and having done so they  hover above t h e i r  heads l ik e  w ait ing  
b ird s  o f  prey, in d u c in g  s leep  as they r u s t l e  the lea v es .  
S leep iness  br ings  w i th  i t  a lack  o f  i n h i b i t i o n ,  and a sense 
o f  r e la x a t io n ,  and th e  sensuous murmurings encourage an aban­
donment among the g i r l s :
s in  tener  d e l  v e lo
en v id ia  n i  queja ,
n i  andar con la fa  Ida
luchando por fu e rz a ;  11 .33-36
there i s  no need to  tug a t  t h e i r  s k i r t s  and c l o t h i n g .  The 
inc item ent to g iv e  l o v e ,  to  r e v e r t  to  the n a tu ra l  Arcadian 
s ta t e ,  presumably w ith ou t  the nets  and c l o t h i n g  which Tasso 
employs, i s  a ch ieved  by g e n t le  persu as ion . P h y s ica l  v e i l s  
and moral p re tex ts  ( a  f i g u r a t iv e  a c c e p t io n  o f  ' v e l o ' )  a re  d i s ­
carded s im ultan eou s ly .  The breezes  are  s k i l l e d  y e t  p la y fu l  
seducers and are rewarded f o r  t h e i r  s u b t l e t y .
As i f  the p oet  can no lon ger  bear  to  th ink  o f  the 
p leasure  that the b r e e z e s  d e r iv e  from fem inine  beauty, he 
s p o i l s  i t  f o r  them, d i s p e l l i n g  the image o f  the c a r e f r e e  
nymphs by urging t h a t  they leave  the Tagus now :-  'A hora , pues, 
a i r e s '  -  to carry  h i s  message, and to return  a t  once :
b a t id  vu estra s  a la s ,  
y  dad ya la vu e lta  
a ‘l  templado seno
que a le g r e  os  esp era .  11 .53 -56 .
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N everth e less ,  one knows that the p o e t ' s  b re a s t  i s  not
' templado' but indeed a g i t a te d ,  and in sa n e ly  je a lo u s  o f  the
b reezes '  freedom and good fo r tu n e .  The o n ly  r e s t r a in t s  within
that b r e a s t  are those that prevent i t s  a c tu a l  approach to
Leda; h i s  fe a r  o f  r e j e c t i o n  and h is  geograph ica l  l o c a t io n .
His im patience  i s  c l e a r  -  the b reezes  must do h is  b idding
b e fo r e  the on set  o f  w in ter  fog  and the North wind s tr ip p in g
the p la n ts  o f  the leaves  which once p ro te c te d  the green grass
from the burning sun. They must go b e fo r e  w in te r 's  snow and
i c e  c o v e r  the ground. The poem here rushes along as i f
blown by the strong North wind, with a p ro fu s ion  o f  l in es
beg in n in g  ' antes q u e ' , ' y ' , ' y antes  q u e ' , ' e n ' , ' e n t r e ' ,
b reathy  and gusting  sounds. There i s  l i t t l e  time to waste
b e fo r e  the seasons pass, ju s t  as the p o e t ' s  l i f e  rushes too
from youth  to o ld  age, in  which there  w i l l  be no p lace  f o r
68l o v e .  The topos G6ngora uses i s  omnia f e r t  a e ta s , and on ly  
youth and beauty are compatible w ith  lo v e ,  as are spring days 
ra th e r  than inclement ones o f  w in ter .
The in v o ca t io n  ends. The winds have se t  ou t  on th e ir
jou rn ey  from the meadows o f  the Tagus to where they w i l l  sees
una Ninfa b e l la ,
que p isa  o r g u l lo s a
d e l B etis  la arena, 11.58-60.
Who i s  she? Here one must, I f e e l ,  d is rega rd  Jammes's b i o ­
g r a p h ic a l  in te r p r e t a t io n s  and look  a t  her  in  a un iversa l con­
t e x t .  Góngora c a l l s  th is  g i r l  a 'n i n f a '  to emphasize her 
beauty which i s  as im pressive as that  o f  one o f  the r i v e r -  
o r  tr e e -g o d d e sse s  o f  Greek mythology, co n s ta n t ly  pursued by 
the Olympian gods. Yet she i s  n o t  a m y th o log ica l  crea tu re .
She proud ly  walks the ground o f  her  home in  Andalusia, along
the banks o f  the G uadalqu iv ir .  She i s  d e s c r ib e d  as 'm o n ta r a z ' ,  
b om  and bred in  the mountains, y e t  1 g a l l a r d a ' , g r a c e fu l ,  
brave and n o b le ,  and although , as we s h a l l  see , a hun tress ,  
she i s :
temida en la s ie r r a
mas por su mirar
que por sus sa e ta s ;  11 .62 -65 .
Here i s  the beauty whose gaze i s  deadly to  those who look  on 
her, f o r  she i s  i r r e s i s t i b l e .  Both men and beasts  a re  wounded 
and d ie  because o f  h e r .  She i s  to be found, the poet  in s t r u c t s  
the w inds , in  one o f  three l i k e l y  p la c e s ;  in  mountain th ic k e t s  
s ta lk in g  f i e r c e  b e a s t s ,  in  the p la in  ou t-ru n n in g  a r o e d e e r ,  o r  
overcom ing an a n t le r e d  s ta g .  An ¿Andalusian g i r l  she may be 
but her  e x p l o i t s  and f e a r le s s n e s s  are th ose  o f  an Amazon.
Carreno p o in ts  <to an a l l u s i o n  a t  l i n e s  70-72 to the 
b e a u t i f u l ,  d i s d a in f u l  A ta lan ta . This a l l u s i o n  can bear  g r e a te r  
in v e s t i g a t i o n  in  my view than a mere m ention. Unlike most 
'n i n f a s '  A ta lanta , reared in  the mountains, was not a chaste  
d i s c i p l e  o f  Diana. Diana 's  nymphs scorned  the company o f  men 
and hunted to g e th e r .  A ta lanta , in  o p p o s i t i o n  to t h i s ,  was the 
on ly  woman among many men to s a i l  in  search  o f  the Golden 
F leece  o n  the A rgos .  She was a ls o  the o n ly  woman to  a s s i s t  
in  the Calydonian boa r  hunt. This f e r o c i o u s  beast was sent 
by Diana to d es troy  the crops  and l i v e s t o c k  o f  those who d id  
not honour  her enough and s u r e ly  one o f  D iana 's  own fo l l o w e r s  
would n o t  dare to  be the f i r s t  o f  the hunting party  to wound 
the b o a r?  A t a la n t a 's  beauty, strength  and courage are  legen ­
dary, b u t  her c h a s t i t y  i s  n o t  that o f  a w orshipper o f  Diana.
I t  i s  s e l f - im p o s e d  because o f  her fea r  o f  A p o l l o ' s  o r a c l e :
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'A  husband w i l l  be your bane, O A ta la n ta ;  f l e e  from the i n t e r ­
cou rse  o f  husband; and y e t  you w i l l  not escape, and, though
69l i v i n g ,  you w i l l  l o s e  y o u r s e l f  . Her fa t e  was to be turned 
in to  a l i o n e s s .  C hast ity  f o r  A ta lanta  i s  a means o f  s e l f -  
p re s e rv a t io n ,  n ot  a r e l i g i o u s  n e c e s s i t y .  Her m otives, then, 
are  q u i t e  u n lik e  the vows o f  c h a s t i t y  taken by the nun 
Dofia Luisa de Cardona. Montaraz indeed , ga lla rd a  most c e r t a i n l y ,  
and in  her beauty she i s  a ls o  c r u e l ,  f o r  by re fu s in g  to wed 
any but the s u i t o r  who outruns h er ,  she commands the death o f  
those who are u n s u ccess fu l .  She i s  the epitome o f  the ' in g ra ta '  
o f  c o u r t ly  lo v e  poetry  who causes the death o f  s u ito r s  by r e ­
j e c t i n g  them. Whilst being a mountain g i r l  she can a lso  be 
ca s t  in  the r o l e  o f  c o u r t ly  lady, as hard o f  heart as the 
rocks in  the mountains. Only Hippomenes cou ld  overtake 
Ata lanta  in  her own race , and then on ly  with the a id  o f  
cunning Venus. Yet perhaps one o t h e r ,  the wind h im se l f ,  may 
have been ab le  to beat her . This must be then the p o e t 's  o n ly  
hope. He adv ises  the breezes to draw near to the g i r l  in  the  
poem o n ly  when she i s  f u l l y  e x e r te d :
cuando ya cansada
de la caza vue lva
a d e ja r  a l  r í o
e l  sudor en p e r la s ;
y a l  p ie  se r e cu e s te
de la dura peña,
de quien e l l a  toma
le c c i ó n  de dureza ;
l le g a o s  a orea  l i a ,
pero no muy c e r c a ,
que l l e v á i s  su sp iros
y ha co r r id o  e l l a .  11 .77-88 .
The breezes  must s ta lk  her g e n t ly ,  as she s ta lk s  her prey 
when hunting, c o o l in g  her gen t ly  bu t  without a sound, f o r  
anything resembling a s u i t o r ' s  s ig h  w i l l  s e t  her o f f  and
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running aga in . The s a f e s t  t a c t i c s ,  says the p oe t ,  are  to  stay 
a l i t t l e  way o f f ,  g e n t ly  blowing to  c o o l  her  and then on ce  she 
has re la x ed  -  cuando la  in g r a ta /m e jo r  os  entienda -  the 
breezes should rep eat  t h e i r  message to h er .
L ines 94 -115 ,  a lm ost a q u a rte r  o f  the r o m a n c i l lo , con ta in
the p o e t ' s  message, addressed  to :
B e l l ís im a  Leda,
g l o r i a  de lo s  bosques,
honor de la a ld e a ,  11 .94 -96 .
Whilst the p oe t  addresses  her as he would a lady o f  n ob le  
b ir t h ,  the q u a l i f i c a t i o n s  he o u t l i n e s  are once again  those  o f  
the Andalusian peasant g i r l .  Yet w ith  as much c o u r t ly  g race  
as can be mustered he begs her to  l i s t e n  to him, that he might 
be worthy o f  the ' premio g l o r i o s o '  o f  her lo v e .
The id e a l  woman here  i s  one o f  many f a c e t s ,  peasant g i r l ,  
noblewoman, and m y th o lo g ica l  nymph o f  s t r ik in g  beauty. Her 
name, Leda, i s  rem in iscen t  o f  an other , seduced by J u p ite r  and 
mother o f  the tw in -s ta r s  Castor and P o l lu x  and two daughters, 
Clytemnestra and Helena. She stands here f o r  womanly beauty . 
The name 'Leda ' a ls o  a s s o c i a t e s  w ith  the a d je c t i v e  l e d o /a  
( a l e g r e , c o n te n to , p l a c i d o )  and so by ex ten s ion  i t  can mean 
anything which g iv e s  happiness . She has the power to do 
e x a c t ly  that f o r  the p o e t ,  but o n ly  i f  she responds favou rab ly  
to h is  p le a .  I  f e e l  that  the ev iden ce  f o r  Leda being a 
pseudonym f o r  Doña Luisa de Cardona i s  i n s u f f i c i e n t  as presen ­
ted w ith in  t h is  poem, p a r t i c u l a r l y  because o f  the a s s o c ia t io n s  
with A ta la n ta .  I t  i s  u n l ik e ly  th a t  c o n c lu s iv e  b io g r a p h ic a l  
p roo f  to  the i d e n t i t y  o f  th is  Leda cou ld  be accumulated, and, 
indeed, there i s  none to  suggest that  th is  poem i s  addressed 
s p e c i f i c a l l y  to  any one woman.
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Some ev idence  f o r  an au tob iogra p h ica l  poem m igh t  be suggested 
by the use o f  the name D a l iso .  Lope de Vega was p a r t i c u la r ly  
fond o f ,  and p opular ized  a trend f o r ,  using mode shepherd 's  
names as a form o f  p o e t i c  d i s g u is e .  When u s in g  such names 
Lope was a b le  to w r ite  d i r e c t l y  about h is  own l i f e  and lov es  
and there  i s  documentary evidence that he o f t e n  used the de­
v i c e  f o r  th is  purpose. However, no such ev id e n ce  e x is t s  f o r  
Gongora's use o f  the name D a l iso ,  although Jammes, Carrefio 
and Alemany y S e lfa  a l l  po in t  to the name as denoting  Gongora 
h im s e l f .  I do not think that we cu rren t ly  p o s s e s s  the means 
to d ec id e  the q u e s t io n .  U ntil such time as more i s  known o f  
Gongora's l i f e  and lo v e s ,  i f  any there were, I  p re fe r  to 
b e l i e v e  that the names Daliso  and Ledaare .m erely names f o r  any 
h y p o th e t ica l  shepherd and shepherdess o r  h u n tres s .
W hilst  Leda i s  found in  an id e a l iz e d  A ndalusia , D a liso  
remains in  an Arcadian landscape near to the Tagus:
con la muerte a l  lado
y en manos de ausencia ; 11.99-100.
Carreno t e l l s  us that th is  a l lu des  to the L a t in  topos o f  
1Et in  Arcadia ego' • There has been much d eb a te  about the 
o r i g i n a l  in te n t io n  o f  th is  topos but i t s  m a jor  concern here 
i s  that in  any i d y l l i c  landscape no-one can escape  the two 
major traged ies  o f  l i f e ;  f ru s tra te d  love and death . Both o f  
these are present in  D a l i s o 's  world due to the absence o f  
Leda. Where death i s  present there a ls o  e x i s t s  the d i s f i g ­
ura t ion  o f  nature, and, whereas in  V e r g i l ' s  A rcadia  there 
was e te rn a l  spr in g , in  D a l i s o 's ,  as we have seen , the decay 
o f  spring  takes p lace  and the o th e r  seasons f o l l o w .  With 
th is  passage o f  time i t  i s  not ju s t  the n a tu r a l  world which
decays bu t  man h im s e l f .  D a l is o ,  l i k e  o th e r  men, i s  s u b je c t  
to  the l o s s  o f  h is  youth and the approach o f  d ea th .  Only in  
youth and with beauty can love  be f u l f i l l e d  and he p leads 
with Leda f o r  her  l o v e :
antes que le  vuelvan 
su fuego en c e n iz a ,
su d e s t i e r r o  en t i e r r a ,  11 .102 -104 .
He lon gs  f o r  her r e p ly ,  which he knows w i l l  be unfavourab le ,  
no t  breathed  in  s ig h s  by her  but w r i t te n  with her  a rrow -p o in t  
in  the ro ck  which her heart  resem bles . Lines 113 to  116 con­
s i s t  o f  a superb ly  in d u lgen t  w ord -p lay . Raz5n has been used 
by o t h e r s  as a word f o r  puns as i t  can bear so many meanings 
( th e  supreme example i s  Cervantes ' Don Q u i jo t e ) . ^  D a liso  
says th a t  i t  i s  wrong that one should read a message ( razón ) 
w r i t te n  by such a hard hand in  such a s o f t  th ing as the rock , 
which i s  here synonymous w ith  D a l i s o ' s  h e a r t :
(porque no es razSn 
que raz5n se lea 
de mano tan dura
en cosa más t i e r n a ) ,  11 .113 -116 .
Her arrow has become endowed with the p r o p e r t ie s  o f  C upid 's  
go lden  arrows in  her  unhappy l o v e r ' s  im ag ination . He i s  sub­
j e c t  to  her hand w h i l s t  she i s  as hard as s tone in  comparison 
with i t .  One understands why he ju dges  her in  t h i s  way when 
the message i s  rea d :
-  Muere a l l á ,  y no vuelvas 
a adorar mi sombra
y a a r r a s t r a r  cadenas -  1 1 . 1 1 8 - 2 0 .
She i s  f u l l y  aware o f  the e f f e c t  o f  her d is d a in ,  and y e t ,  l ik e  
A ta la n ta ,  re fu ses  to s o f t e n ,  p r e fe r r in g  not to be pursued or
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imprisoned by lo v e .  Her rep ly  shows that she con s id ers  him an 
unworthy s u b je c t  f o r  her lov e ;  not even a l low in g  him to look  
upon her  shadow. She allows him no hope and even w i l l s  h is  
death.
Yet these are not the words o f  Leda. They are those which 
D aliso  imagines she w i l l  w r ite  and which the breezes  w i l l  br ing  
back to  him. His hopes f o r  love  a r e  destroyed  even b e fo r e  he 
sends the breezes o f f  with h is  message, a message which in  
f a c t  prompts the very rep ly  he dreads , and may even be an i n d i ­
c a t io n  o f  h is  unconscious d e s ire  to  be f r e e  o f  her.
This rom ancil lo  i s  fa r  more com plex  than i t  might a t  f i r s t  
appear. More than a simple in v o c a t io n  to the winds, i t  ex­
presses  the melancholy s ta te  o f  mind o f  a separated lo v e r ,  
aware o f  h is  own rapid ageing in a world  where he i s  pow erless  
to p revent i t .  Frustrated love  and i t s  f o l l y ,  and man's mor­
t a l i t y ,  are  the poem's deepest themes. The c a p r ic io u s  tone 
o f  the e a r ly  l in e s  sinks with the p o e t ' s  hopes to the d u l l  
sounds o f  the f i n a l  l in e s ,  where th e  r e p e t i t i o n  o f  ' d' and ' r' 
sounds suggest  the du llness  o f  h is  heart  as he drags the chains  
o f  h is  unwanted a f f e c t i o n s  with him. Both c l a s s i c a l  and 
Hispanic m ytholog ies  combine with c o u r t l y  concepts  to i l l u s t r a t e  
the p o e t ' s  p o in t  that age s t e a ls  a l l  away, in c lud ing  the capa­
c i t y  f o r  and even the p o s s i b i l i t y  o f  lo v e .
* * * * *
VARIANTS
The B r it is h  Museum holds a qu arto  manuscript o f  Spanish 
poetry  dating  from the end o f  the s ix te e n th  century ( a d d ,10 ,328) 
and l i s t e d  in  volume I o f  the Gayangos c a t a l o g u e . ^  One sees  
l i s t e d  a t  item number 119, f o l l o w in g  a ' romanze', that i t  says 
' O tro . Beg. "F rescos  a y r e c i l l o s " .  . . f l 3 8 '  adding '(Duran,
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Romancero, & c . ,  v o l . i i .  p .608 , one o f  G 6 n g o r a 's . ) ' .
Turning to f o l i o  138 one f in d s  not ' o t r o '  but a s tra ig h t fo rw a rd  
'r o m a n c e ' ,  which n e v e r th e le s s  i s  'F r e s c o s  a y r e c i l l o s ' . I t  i s  
w r i t te n  in  a f low in g  hand in  two columns to each page and the 
romance beg ins  halfway down the f i r s t  column o f  f o l i o  138, 
immediately a f t e r  the prev ious  com p os it ion  (a  romance,
'Atended por c o r t e s í a ' ) .  The words a re  c l o s e l y  spaced and the 
l in e s  n e i t h e r  puctuated nor s e t  in  any s ta n z a ic  o r  s t r o p h ic  
arrangement.
I t  i s  an in t e r e s t in g  p ie c e  because i t  would appear to 
s e t t l e  on o r  two d i f f e r e n c e s  w ith in  e x i s t i n g  published  v e rs io n s  
o f  the r o m a n c i l l o . 'F r e s c o s  a i r e c i l l o s '  e x i s t s  in  both Vicuna 
and Chacón and a l s o  in  the second p a rt  o f  the 1605 Romancero 
g e n e r a l . For the most part the Vicuna and Chacón readings 
are a l i k e  but both  are in  many p la ce s  d i f f e r e n t  to the RG 
v e r s io n .  The m anuscript v e r s io n  appears to f a l l  somewhere 
between the two extremes and shows up s e v e r a l  o f  the d i f f e r e n c e s  
o f  the RG v a r ia n t  as probab le  s c r i b a l  o r  p r i n t e r ' s  e r r o r s .
These m istakes  a re  com parative ly  easy to  spot  even w ithout the 
m anuscript to hand, y e t  the m anuscript does confirm the c o r r e c t ­
ness o f  the o th e r  v e r s io n s .  The most o b v iou s  ones are 
espera Idas f o r  esmera Idas ( a t  l in e  1 5 ) ,  c a Izándoos f o r  
ca lándoos ( l i n e  2 6 ) ,  a las  f o r  a la s  ( l i n e  2 8 ) ,  h a cé is  f o r  
h a l l é i s  ( l i n e  6 5 ) ,  r ig ie n d o  f o r  s ig u ien d o  ( l i n e  68) and vuelva 
f o r  vue la  ( l i n e  78) because they a l t e r  the te x t  u n t i l  i t  i s  
n o n s e n s i c a l .  They cou ld  e a s i l y  be exp la in ed  as o r th o g ra p h ica l  
e rro rs  made in  c o p y in g .  However, a v a r ia n t  such as d u lce  os 
espera f o r  a le g r e  os  espera ( l i n e  56) i s  le s s  o b v io u s ly  a 
simple e r r o r .  Here i t  i s  in  f a c t  borne ou t  as such by the
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appearance o f  a le g r e  in  the m anuscr ip t .  The source  f o r  du lce  
i s  harder to trace  and o th er  l i n e s  o f  the RG v e r s io n  conta in  
v a r ia t io n s  from Vicuna and ChacSn which a ls o  appear in  the 
B r it is h  Museum m anuscript, f o r  example sombrosas defensas 
f o r  frondosas de fen sas  ( l i n e  1 2 ) ,  que las a l t a s  s ie r r a s  f o r  
antes que las s i e r r a s  ( l i n e  3 8 ) ,  que en f o r  en ( l i n e  105), 
piedra f o r  peña ( l i n e  112) and aunque no muy f o r  pero no 
muy/tan ( l i n e  8 6 ) .
N evertheless ,  th ere  can be no su ggest ion  th at  the RG 
v ers ion  i s  taken d i r e c t l y  from the B r i t i s h  Museum manuscript 
because the m anuscript i t s e l f  con ta in s  fu r th e r  d i f f e r e n c e s  
not found in any o f  the published  v a r ia n ts .  Some, once again , 
would appear to be t r a n s c r ip t i o n  e r r o r s ,  ones perhaps caused 
by being w ritten  down from a spoken source -  such as me t e x e is  
f o r  le  t e x e is  ( l i n e  3 ) .  Others more s e r io u s ly  a f f e c t  the 
reading o f  the poem. At l in e  27 the manuscript reads 
la s c iv o s  o j o s  f o r  l a s c i v o s  s o p lo s  which does not make a g rea t  
deal o f  sense in  the con text  o f  the poem. Line 63 reads 
y por instead  o f  más por
(temida en la  s ie r r a  
y  por su m irar  
que por sus saetas)
which leaves the sen se  o f  the l i n e s  fa r  l e s s  c l e a r .  Line 61 
bears a s t r ik in g  d i f f e r e n c e ,  again  I  would suggest  from having 
been cop ied  from memory o r  from some o th er  o r a l  sou rce . 
Montaraz la llama appears f o r  montaraz, g a l la rd a  which makes 
sense but does not en r ich  the l i n e s  as much. A lso  the 
presence o f  o ther  n o n s e n s ica l  d i f f e r e n c e s  in  these  few l in e s
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(montaraz la llama 
temida en la s ie r r a  
y p or  su m irar 
que por sus s a e ta s )
suggests  that  th is  i s  once  again  a genuine e r r o r .
Furthermore, l in e s  75 and 76 are com ple te ly  m issing from 
the m anuscript, rendering  any in t e r p r e t a t io n  o f  these strophes 
u n ce r ta in .
Almost a l l  o f  the r e s t  o f  the manuscript v e rs io n  i s  
in t a c t  and resembles the pub lished  v ers ion s  apart from very  
minor d e t a i l s .  The o n ly  large  area o f  v a r ia t io n  i s  a t  the end 
o f  the poem, from l in e  114 onwards. I t  reads :
por  que no es razón 
que un d o n s e l la  
de mujer tan dura 
en cosa  tan t ie rn a  
de donde le  d igas  
muere a l l á  y no vengas 
a adorar  mi sombra 
y a f l o x a r  cadenas.
The RG v e r s io n  a ls o  reads 'muere a l l á  y no vengas' but o th e r ­
w ise  i t  i s  the same as Vicuña and Chacón. I t  appears that 
the m anuscript i s  wrong here f o r  l i t t l e  sense can be made o f  
l i n e s  115 and 116. The f i n a l  l i n e  i s  even le s s  s a t i s f a c t o r y  
than that o f  the o th e r  v e r s io n s .  I think one can s a fe l y  say 
that t h is  v e r s io n  o f  the poem i s  not the f i n a l  one approved by 
Góngora, but i t  may have been an e a r ly  one c i r c u l a t e d  in  
m anuscript form o r  as a b road s id e  b a l la d ,  and i t  does provide  
a few l in k s  between the RG and the o th er  v e r s io n s .  I t  exp la ins  
the appearance o f  c e r t a i n  v a r ia t i o n s  in  the Romancero general 
v e r s io n  in  s p i t e  o f  i t s  own in t e r n a l  c o r r u p t io n .
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pues pareces  de a l t a  gu isa ,  
que a lo s  ca sos  de fortuna 
e l  v a l o r  l o s  r e s i s t i a .
Romancero h i s t o r i a d o . Lucas Rodríguez, 1582, f o l . 139 -140 .
23 p .3 0 6 .  The dates  o f  the above-mentioned romances, a c co rd ­
ing to Chacón, r e s p e c t i v e ly  a re ,  1582, 1604 and 1618, 
1539 and 1610. Only two o f  these then precede 
Angelica  y Hedoro w r i t te n  in  1602.
24 Jornada I escena x i i  o f  the same work i s  an enactment o f
the s to ry  w ith  Doña Blanca h e r s e l f  in  the r o l e  o f  
A ngél ica , see  l in e s  755 onwards o f  the a ct  in
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Obras de T irso  de I l o l in a TVII (Madrid, BAE, 1971).  
A v a l le  Arce says that the e x t r a c t  from jo m a d a  I i s  
p la i n l y  in sp ired  by Góngora and not A r io s to ,  and th is  
i s  proven by the e x t r a c t  in  jo m a d a  I I  which demon­
s t r a t e s  'una tá c i t a  a c e p t a c i ó n . . .de  la  fuente ' .
25 La n i ñ a . . . , jo m a d a  I I
GINÉS: S í ,
pero luego que dejada 
la cabaña, que fue  a lbergue 
desta  A ngé lica  g a l la rd a  
de noche sa lim os .
Basta c a l l a r , jo m a d a  I
MARGARITA: sea toda su privanza
v iv ien d o  amado de todas , 
con v id a ,  honor, lu s t r e  y fama, 
desde A n g é l ica ,  no t ie n e  
e jem plar ;  y mas s i  pasas 
a c o n s id e r a r  hoy, F lora , 
que sobre  f in eza s  tantas , 
siendo e l  e l  f a v o r e c i d o . . .
Es e l l a  la  enamorada, 
iba  a d e c i r . . .
CESAR pues debo a quien me da vida
menos que a quien me da muerte.
26 A r io s t o ,  Orlando F urioso , e d i t e d  by N. Z in g a r e l l i  (Milan,
U lr ic o  H oepli, 1934), book XII, p . 192-94 .
27 B a l l ,  'P o e t i c  i m i t a t i o n . . . ' ,  p .37 .
28 'P o e t i c  i m i t a t i o n . . . ' ,  p .4 3 .
29 A l l  i t a l i c s  are  mine.
30 The f i n a l  two stanzas p resen t  an in t e r e s t in g  problem.
Every noun used in  t h e i r  l i s t  appears beforehand in 
the poem ( l i n e s  83, 71, 70, 56, 66 , 111, 113, 115,
- ,  125, 117, 87 and 97, 103 and 104 in  that o r d e r )  
e x ce p t  f o r  'v e g a s '  . B a l l  does not  c on s id er  th is  odd 
word out as ju s t  padding f o r  the l i s t ;  Góngora could  
a f t e r  a l l  have used o t h e r  nouns from the r e s t  o f  the
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t e x t ,  but as a l in k  to the whole a t t a c k  on Lope de V ega 's  
poem. His support f o r  th is  i s  th a t  the la s t  e ig h t  
l i n e s  a c t  as ' a  kind o f  s e l f - i m i t a t i o n '  wherein he 
' r e c a p i t u l a t e s  the e n t i r e  i d y l l i c  s e c t i o n '  as a 'm eta -  
p o e t i c  c r i t i q u e '  • See B a l l ' s  a r t i c l e ,  p .47 .
31 A lon so ,  Gongora y e l  P c l i fe m o , I ,  p .9 8 -1 0 6 .
32 E. R. C u rt iu s ,  European L ite ra tu re  and the Latin Middle
A ges, t ra n s la te d  by W. R. Trask (New York, Pantheon, 
1953 ) ,  p . 192-201.
33 Here i t  should  be mentioned, in  s p i t e  o f  the c o l l o q u i a l
C a s t i l i a n  d e r iv a t io n ,  that the phrase  ' i r s e  p or  p ies '  
comes d i r e c t l y  from the Latin prae  pedem f u g e r e .
Gdngora was o f  course  aware o f  t h i s ,  as i t  would 
g iv e  an answer to the question  o f  why he should have 
used such a 'vulgai? ex p ress ion .
34 Edwards, p .3 4 ,  g iv es  symbolic  s i g n i f i c a n c e  to both A ngelica
(a s  the c o n t in u it y  between love  and death) and Medoro 
( r e p r e s e n t a t iv e  o f  the wanderer).
35 La T orre ,  'Documentos gon g or in os . . . ' d o c .  68 , p . 161-66 .
36 Edwards, p .8 4 .
37 l í i l s o n ,  p .9 4 .
38 E. M artínez Torner, ' Gongora y e l f o l k l o r e '  in Temas
F o lk ló r i c a s  (Madrid, 1935), p . 7 1 - 8 3 , p . 79:
LoDe de Vega, en La adúltera perdonada, da e s to s
cu a tro  v e r s o s :
La más b e l la  niña 
de aquestE lugar
hoy esta  arrepentida  
y ayer por ca sa r .
39 J .  M. A l in ,  El cancionero  e s p a ñ o l . . . ,  p . 637-33: 'L op e  de
Vega in c lu y e  e l  e s t r i b i l l o  en El v a lo r  de la s  mujeres 
(RAE, X, p a g . l4 6 a ) :  "d e l  m a r " ' .
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40 A l in ,  p .637-38 :
Figura también en Alonso de Ledesma, Juegos de noches 
buenas a lo  d iv i n o . 1605, y en Doña F e l i c ia n a  Henríquez 
de Guzmán, en tre a c to  segundo de la  tragicom edia  Los 
jard ines  v campos sabeos. 1623 (Serrano y Sanz,
A pu n tes .. . ) :
Las más b e l la s  niñas 
de aqueste  lugar 
oy v iudas y s o la s  
y a y e r  por ca s a r .
Dexadnos l l o r a r  
a o r i l l a s  de la  mar.
Como se ve ,  lo s  verses de Doña F e l i c ia n a  son cop ia  
c a s i  t e x tu a l  de Góngora.
41 B. W. Wardropper, 'L a  más b e l la  n i ñ a ' ,  S tudies in  P h i lo log y ^
63 (1966), 661-76, i d e n t i f i e s  three var ian t  t e x t s :
F lo r  de v a r io s  romances, 1589, (RG 1600) which he 
c a l l s  the ' Romancero tex t '  ,
Manuscript in  the Centro de Estudios H is tó r ic o s ,
XVII cen tu ry , which he c a l l s  the ' Centro t e x t '  , 
Manuscript com piled  by Chacón, 1628, c a l l e d  ' Chacon 
te x t '  .
42 P. Henrrquez Ureña, La v e r s i f i c a c i ó n  i r r e g u la r  en la poesía
c a s t e l la n a . 2nd e d i t io n  (Madrid, Junta para Ampliación 
de E studios ,  1933 ),  p .266 .
43 M artinez T o m e r  g iv e s  the f u l l  t e x t  o f  the 'C en tro '  v a r ia n t ,
as fo l l o w s  ( p . 7 9 - 8 1 ) :
La más b e l la  niña 
de nuestro  lugar 
hoy es viuda y so la  
y ayer  por ca sa r .
Viendo que sus o j o s  
a la  guerra van, 
a su madre d i c e ,  
que escucha su mal;
"Dejadme l l o r a r  
o r i l l a s  de la mar.
Pues me d i s t e ,  madre, 
en tan tierna  edad 
tan c o r t o  e l  p la c e r ,  
tan la rgo  e l  pesar,
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y pues v e i s  que muero 
de r a b io s o  mal 
en tanto  tormento, 
congoja  y  afán , 
dejadme l l o r a r  
o r i l l a s  de la mar. 
Pues me c a u t iv a s t e s ,  
madre, a mi pesar, 
ahora que qu iero  
déjame l l o r a r ,  
que a u sen te  l lorando  
me podré a le g r a r .
Y pues me casastes  
para ta n to  mal, 
dejadme l l o r a r  
o r i l l a s  de la mar. 
Lágrimas me alegran  
en mi s o le d a d :  
l lo ra n d o  n a c í  
y a s í  he de acabar. 
Hasta que mis o jo s  
vuelvan donde van, 
tendré p o r  consuelo  
l la n to  y  s o l l o z a r .  
Dejadme l l o r a r  
o r i l l a s  de la mar'."
44 C. A lb e r to  Pérez, 'J u e g o s  de palabras y formas de engaño
en la p oes ía  de don Luis de Góngora' , H is p a n ó f i la .
¡ ladrid , 20 (1964) 5 -4 7 ,  p .37 .
With re fe re n ce  to the l i n e s :
En l l o r a r  c o n v i e r t a n . . .
. . . l o  o t r o  por demás. (2 1 -3 4 )
he says :
El sen t id o  del ju e g o  e s :  que l o  uno ( l l o r a r )  es 
según j u s t i c i a ,  l o  o t r o  (poner  freno a mi l l a n t o ) ,  
i n ú t i l .  Pero la proximidad de lo s  dos v oca b los  
hace que por mutua a t r a c c ió n  surjan  a la s u p e r f i c i e  
sus r e fe r e n c ia s  segundas, de s i g n i f i c a d o  a f ín ,  
exacto  y e x c e s iv o , s in  r e la c i ó n  con e l  t o t a l  d e l  
p a s a j e . . . l a  o p o s i c i ó n  entre exacto  y ex ces iv o  encaja  
perfectam ente d en tro  de la s e r i e  de opuestos  que 
forman e l  poema: b ie n -m a l ;  m arch ita r -verd es  años ; 
gu erra -paz ; v iu d a -p o r  ca sa r ;  c o r t o  e l  p la c e r - la r g o  
e l  p e s a r . . . . L a  o p o s i c i ó n  no e x i s t e  realmente en e l  
c o n te x to ,  esos s i g n i f i c a d o s  c o n t r a r io s  no son 
realmente usados, y s in  embargo percib im os e l  
e f e c t o  con tanta c la r id a d  como en lo s  o t r o s  pares 
de co n ce p to s .  No es más que un engaño.
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45 Dámaso A lonso , Góngora y P o l i fem o , I I ,  p . 13-15 and 34-35.
46 A lon so ,  p . 3 4 -3 5 .
47 D. W. and V. R. F oster ,  Luis de Góngora (New York,
Twayne, 1973),  p .3 7 -8 .
48 Jammes. É t u d e s . . . ,  p .143 .
49 Uardropper, p .6 7 5 .
50 In Duran, C o l e c c i ó n . . . ,  part X, no • 8 68 .
51 Cummins, p .8 3 .
52 Cummins, p .8 5 .
53
51a
54
Cummins, p .5 4 .
tiolexictcí X , I 2.00  » 505. 
Cummins, p .9 0 :
No qu ie ro  s e r  monja, no, 
que niña namoradica só .
Dexadme con mi p la z e r ,  . 
con mi p la z e r  y a le g r ía ,  
dexadme con mi p o r f ía ,  
que niña mal penadica só .
55 I I ,  p . 34-35.
56 C o l l i n s  Spanish-English , Engl i s h - Spanish D ic t io n a ry ,
compiled by C. Smith, M. Bermejo Narcos,
E. Chang-Rodriguez (London, 1971, r e p r .1 9 7 7 ) :
' V oz . . . . ( f i g )  rumour; común hearsay, g o s s ip .
rumour;.  .
57 Gonzalez F a len cia  e d i t io n ,  p. 263-64.
58 Laberinto a m o r o s o . . . .  ed ited by J .  11. Blecua (V a len c ia
C a s ta l ia ,  1953), p .2 6 .
59 p .417-18 .
60 £ t u d e s . . . ,  p .4 1 8 .
61 E t u d e s . . . .  0 .4 1 7 .
62 De V r ies ,  p .5 0 1 .
63 p .5 0 l .
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64 E. Panofsky, ' Et in  Arcadia  ego' in  Philosophy and H is to ry ,
ed ite d  by R. Klibansky and H. J .  Patón (New York,
Harper and Rowe, 1963),  p .2 0 3 -5 4 .
R. P o g g io l i ,  The Oaten F lu te :  Essays on P a s to ra l  Poetry
and the  P astora l  I d e a l , e d it e d  by A. B a r t l e t t  Giamatti 
(Cambridge, Mass., Harvard U .P .,  1975).
65 Panofsky, p .2 3 2 .
66 Alemany y S e l f a ,  V o c a b u la r io . . . . under en try  f o r  'h u r t o '  .
67 Egloga I I I , 11 .69 -76 .
68 Qnnia f e r t  a e t a s . . .  a c l a s s i c a l  topos  d iscu ssed  by
P o g g io l i  and o t h e r s :  ':\ge takes a l l  away' . In 
p a s t o r a l s  there  was no p ra is e  o f  wine and drunkenness 
in  y ou th .  For the age ing  drunkenness r e p la c e s  the 
f r u i t  o f  lo v e .
69 Ovid, Metamorphoses X, v o l  I ,  p .5 6 4 -6 6 :
C o n iu g e . .
n i l  opus e s t ,  A ta lan ta , t i b i :  fuge c o n iu g is  usum, 
nec tamen e f f u g i e s  teque ipsa  v iva  c a r e b i s .
70 Don Q u i jo t e , I i ,  p .7 1 -7 2 :
La razón  de la  s inrazón  que a mi razón se hace, de 
ta l  manera mi razón e n f la q u e ce ,  que con razón me 
quejo  de la vuestra  ferm osura . . . lo s  a l t o s  c i e l o s  
que de vuestra  d iv in id a d  divinamente con las  e s t r e l l a s  
os f o r t i f i c a n ,  y os  hacen merecedora de merecimiento 
que merece la  vuestra  grandeza.
Con es ta s  razones perd ía  e l  pobre c a b a l l e r o  e l  
j u i c i o , . . .
Cervantes mocks the s t y l e  o f  F e l i c ia n o  da S i lv a ,  who 
l ik e  o th e rs  continued  n ov e ls  and was instrum ental in  
the v u lg a r iz a t io n  o f  the l i b r o  de c a b a l l e r í a s . Even 
b e fo r e  Cervantes he had been r id i c u l e d  f o r  h is
' e s t i l o  h in ch a d o ' .
Dom P o rs o o ca i c4e. C\
71 Catalogue o f  Spanish m anuscripts h e ld  in  the B r i t i s h  Museum
in  London (Trustees op ftnttst"' ifr7S - IS9 i ) >
Vol 1 (4- vois), r . a z  , ¡ t o n  119.
CHAPTER IX 
CONCLUSION
The o b j e c t i v e  o f  t h is  th e s is  has been to  examine severa l 
a sp ects  o f  the romancero amoroso o f  Luis de Góngora, using a 
v a r ie t y  o f  approaches. In i t  I  have attempted to show how in 
f a c t  approx im ately  h a l f  o f  a l l  the romances acknowledged to 
have been w ritten  by Góngora can be c l a s s i f i e d  as romances 
am orosos; that i s ,  that they deal with the theme o f  love , 
with treatments which may vary from the tender and poignant 
to the burlesque  o r  obscene .
In s p i t e  o f  the accla im  now accorded  to Góngora 's works 
in  g e n e r a l ,  very few ser iou s  and lengthy s tu d ies  have been 
attempted cover ing  the poetry  in  romance form. Those s tud ies  
o f  note  which have been conducted upon the romance gongorino 
in  re ce n t  years have tended to  con cen tra te  on the s a t i r i c a l  
and burlesque  typ es .  My aim has been to  p a r t i a l l y  r e c t i f y  
the imbalance by examining a le ss  w e l l - s tu d ie d  (although 
equa lly  well-known) s e c t o r  o f  the romance genre. That the 
Chacón manuscript d e c la re s  a t o t a l  o f  f o r t y - f i v e  com positions
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to  be romances am orosos, w h i ls t  o n ly  a handful o f  these ( f o r  
example 'La  mas be 11a n i n a ' , ' En un p a s t o r a l  a lb e r g u e ' ,
' Entre los  s u e l t o s  c a b a l l o s '  ) have been examined in  any 
d e t a i l ,  s u f f i c i e n t l y  j u s t i f i e s  a study o f  t h i s  p a r t i c u la r  
group  o f  poems. Other areas which have a l s o  su f fe r e d  c r i t i c a l  
n e g l e c t  -  the romances s a c r o s , the l e t r i l l a s , and o th e r  
s h o r t e r  poems -  a re  e q u a l ly  worthy o f  s e r io u s  a t t e n t io n .
The second ch ap ter  o f  the th e s is  s e ts  o u t  to lo c a t e  the 
romance gongorino w ith in  the c o n te x t  o f  the o ld e r  Hispanic 
romancero t r a d i t i o n  and the trend f o r  the romance a r t f s t i c o  
e s t a b l i s h e d  in  the la t e  s ix te e n th  and e a r ly  seventeenth cen tu ­
r i e s ,  o f  which Gongora was a lead ing  exponent. The ou tstand ing  
fe a t u r e s  o f  both the romancero v i e j o  and the romance nuevo are 
examined and d is c u s s e d ,  to e s t a b l i s h  those elements which 
Gongora preserved and re fu rb ish e d  w ith in  h i s  own romances. 
W h ils t  employing many o f  the s t y l i s t i c  d e v ic e s  o f  the romance 
v i e j o , Gongora in co rp o ra te d  in to  h is  verse  the themes and 
s o c i a l  concerns o f  the more Baroque romance nuevo.
A study o f  the romances, t h e i r  te x ts  and re ce p t io n ,  
w i th in  the b iography o f  Gongora was n ecessa ry  in  o rd er  to show 
how the romances were indeed as much an e s s e n t i a l  part o f  the 
p o e t ' s  ca reer  as any o th e r  p o e t i c  form. At times (1590, 1620) 
they assumed p a r t i c u l a r  prominence in  that more romances than 
p o e t r y  o f  any o th e r  genre were produced. T heir  contemporary 
p o p u la r i t y  fu r th e r  strengthens the case  f o r  c r i t i c a l  a t t e n t io n ,  
so f r e q u e n t ly  were they pu b lish ed , im ita ted  and adapted during 
the s ix te e n th  and seventeenth  c e n t u r ie s .  I  have not attempted, 
however, to suggest  con n ect ion s  between in d iv id u a l  romances
and p a r t i c u la r  events in  the p o e t ' s  l i f e ,  o th e r  than where
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such con nect ion s  have p r e v io u s ly  been proven. The very f a c t  
th a t  Góngora, a man in  h o ly  o rd ers  and an o f f i c i a l  o f  the 
e c c l e s i a s t i c a l  I n q u is i t i o n ,  was in sp ired  to w r ite  p oe try  in  
an amatory and even a t  times s c a t a l o g i c a l  mode has induced 
sev era l  s ch o la rs  to sp e cu la te  on the exem plarity  o f  h is  
p r iv a te  l i f e .  Dámaso A lonso , f o r  in stan ce ,  im p lie s  in  ' Los 
p e c a d i l l o s  de don Luis de Góngora' that Góngora possessed  no 
con v in c in g  c l e r i c a l  vocation: '* '
En sus p a rtes  s e r ia s  [3e la s  obras] predomina 
e l  d e l e i t e  de lo s  sen t id os  ( a s í  lo  sensual 
o más exactamente, lo  sexual,  en e l  P o l i fe m o ) .
En sus p a rtes  b u r le sca s  o s a t í r i c a s  abundan 
lo s  a trev im ien tos  y aun las o b s c e n id a d e s . . .  
no era un hombre v e r t i d o . . . a  la v ida r e l i g o s a .
. . . s e  podría  i n f e r i r  que sus costumbres no 
eran muy c a s t a s ,  y en algunas habla en 
primera persona y con sus a tr ib u t o s  de c l é r i g o .
On the b a s is  o f  fragments o f  the romances 'Despuntado he m il 
a g u ja s ' ,  'D i e z  años v i v i ó  Belerma' and 'Desde Sansueña a P a r is '  
and r e fe re n ce s  in  o t h e r  e a r ly  romances Alonso deduces that
,  2Gongora had been in  h i s  youth a confirmed l i b e r t i n e .  The 
v e r i f i c a t i o n  o f  th is  seems to be Bishop P acheco 's  in v e s t ig a t io n  
conducted in  th is  e a r ly  per iod  (1 5 8 7 ) ,  y e t  the charges Góngora
had to fa c e  made no mention o f  i l l i c i t  o r  s e x u a l ly  immoral 
3
a c t i v i t i e s .
I t  i s  not p o s s ib l e ,  from the b io g ra p h ica l  sou rces  
c u rre n t ly  a v a i la b le ,  to  conclude e i t h e r  that Góngora l iv e d  a 
l i f e  o f  subdued debauchery or  that he became rom a n t ica l ly  
invo lved  with any woman, although a degree o f  a f f e c t i o n  towards 
c e r ta in  la d ie s  ( i n  p a r t i c u l a r  Doña Luisa de Cardona) i s  ev ident 
from a few co m p o s i t io n s .  This i s  however, never d e p ic te d  as 
anything deeper than a f f e c t i o n  and r e s p e c t .  T here fore  i t  can
4 2 1
on ly  be surmised that Gongora d id  n o t  in v o lv e  h im se l f  in  long­
standing r e la t io n s h ip s  o f  e i t h e r  the sensual o r  p la t o n i c  kinds 
with women. His i n c l i n a t i o n  towards amatory verse  i s ,  never­
t h e le s s ,  e a s i l y  e x p la in e d .  Gtfngora was a poet  who ' e s c r i b i o  
muchos v e rso s  a contem placiones  a j e nas ' R .  F. B a l l  has th is  
to say:"*
Gongora adopts  a v a r i e t y  o f  personae in 
w r it in g  about love  depending on the dec­
orum o f  the p a r t i c u la r  convention  he i s  
u s i n g . . . . h e  a l t e r n a t e s  among the a v a i l ­
ab le  s t e r e o t y p e s  o f  the Petrarchan lover ,  
the s e l f -d e p r e c a t in g  i r o n i s t ,  the imper­
sonal bard o f  the woes o f  Moors and 
fisherm en, and the c y n i c a l  s a t i r i s t .
G ongora 's  concept  o f  the love  between man and woman i s  more 
genera l than p erson a l ,  a concep t  c o r r e la t e d  from the abundance 
o f  l i t e r a r y  m a t e r ia l ,  c l a s s i c a l ,  t r a d i t i o n a l  and contemporary, 
with which he was f a m i l i a r .  Even when the f i r s t  person  is  
used in  a romance, the stance  o f  ' Gfingora the poet ' remains 
detached and a l o o f  and on most o c c a s io n s  Gongora speaks e i t h e r  
f o r  an oth er ,  a c o u r t i e r  o r  f r i e n d ,  o r  in  the v o ic e  o f  another, 
a young g i r l ,  a c a p t iv e ,  a d i s i l l u s i o n e d  s im pleton .
Chapters f i v e  and s i x  e x p lo re  the m u lt i - f a c e t e d  stances 
which Gongora a d o p ts .  F i r s t l y ,  in  a study o f  the romance 
m o r is c o , the r o l e  and predicament o f  the sentim ental Moor and 
the C h r is t ia n  c a p t iv e  r e v e a l  the two extremes o f  G óngora 's 
a t t i t u d e s  towards love  in  the romance. The sentim ental Moorish 
lo v e r  i s  aped and parod ied ,  and c l a r i f i e s  GSngora' s s co rn fu l  
view o f  a l l  a r t i f i c i a l  s e n t im e n t a l i t y .  Meanwhile, he takes a 
more l e n ie n t ,  a lm ost sym pathetic , view o f  the lo v e r  who is  
s in c e r e  in  h is  a f f e c t i o n s  and the unfortunate v ic t im  o f  untimely 
c ircu m stance .  A number o f  GSngora's romances de c a u t iv o s  are
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among the most s e n s i t i v e  o f  h is  love poems. Another a sp e c t  
o f  G^ngora 's  view o f  lo v e rs  was seen in  ' Servia en OrSn a l  rey ’ . 
As in  much o f  h is  p oe try ,  ambiguity i s  an e s s e n t ia l  elem ent, 
and in  t h i s  p a r t i c u la r  poem we are l e f t  to dec ide  f o r  o u rs e lv e s  
whether G8 ngora i s  d es cr ib in g  b la ta n t  s e x u a l i t y  o r  mature 
s e n s i t i v i  t y .
Two extreme views o f  love  and lo v e r s  can a ls o  be d e te c te d  
in  the romances r u s t i c o s . As with the sentim ental Moor, GSngora 
r e v i l e s  and parod ies  the sentimental shepherd f o r  h is  f o o l i s h  
postu r in g  and absurd mannerisms. P a r t ly  h is  in te n t io n  i s  here 
to launch a scath ing a ttack  on those o f  h is  contem poraries  who 
th in ly  d is g u is e d  t h e i r  own amorous adventures behind such 
s t e r e o t y p i c a l  c h a ra c te rs .  Yet the romance rt fs t ico  i s  n o t  a t  
a l l  p o e s ia  p a s t o r i l . Sometimes, c e r t a i n l y ,  Gongora employs i t  
to c o n t r a s t  with the pastora l  co n v e n t io n s ,  but i t s  major 
fu n c t io n  i s  as an incitem ent to  lov e .  The Latin topos o f  carpe 
diem o r  c o l l i g e ,  v i r g o ,  rosas i s  the underly ing  theme o f  a 
number o f  the romances r u s t i c o s . They do not urge an id e a l i z e d  
love  but an abandonment to both i t s  s p i r i t u a l  and sensual 
p leasu res  as a means to the f u l l e r  enjoyment o f  an in e v i t a b ly  
sh ort  l i f e .  I t  i s  among the r t is t ic o s  to o  that many o f  Gdngora's 
most l y r i c a l  romances amorosos are to be  d iscov ered ,  those 
d e r iv in g  t h e i r  m o t i fs  and th e ir  s e n s i t i v i t y  from t r a d i t i o n a l  
l y r i c s .  As persuasions to love  the romances r u s t i c o s  a re ,  in  
my o p in io n ,  more conv incing  than any o f  the con vent ion a l 
romances p a s t o r i l e s  o f  GSngora's contem poraries .
Two s u b s ta n t ia l  se c t io n s  o f  the romances amorosos having 
been examined to determine Gongora's m a jor  a t t i tu d e s  towards 
and views o f  love and lov e rs ,  chapter seven adopts a d i f f e r e n t
approach. Instead o f  broad coverage o f  areas o f  s t y l i s t i c  
o r  thematic in t e r e s t ,  two re cu rr in g  f ig u r e s  o f  the romances 
amorosos are examined in  some d e t a i l .  In c o n ce n tra t in g  on 
one male and one fem ale, one d e i t y  and one m orta l ( o r  semi­
d iv in e )  I  have hoped to m aintain  an ap p rop r ia te  sense o f  
eq u i l ib r iu m . '.ihy do the two f i g u r e s  o f  the cazadora and 
Cupid appear with such r e g u la r i t y ?  The answer l i e s  deeper 
than th at  they are  both t r a d i t i o n a l  p o e t i c  symbols» For 
Góngora they m a n ife s t  every  co n ce iv a b le  p h y s ica l  and psycho­
l o g i c a l  a sp ect  o f  human l o v e ,  from the m ischievous and p la y ­
f u l  to the m a l ic io u s  in  Cupid, from the supremely chaste  to 
the vo lu p tu ou s ly  e r o t i c  in  the cazad ora . Furthermore t h e i r  
r o l e s  are in terch an geab le ,  th e ir  ch aracters  ambiguous and as 
such between them they may be sa id  to  ep itom ize  many o f  the 
a t t i t u d e s  towards love  in  G óngora 's p oetry .
Chapter e ig h t  con ta in s  d e ta i le d  a n a ly t i c a l  s tu d ies  o f  
fo u r  romances amorosos. Here again  a balance i s  maintained 
between the fa m i l ia r  ( 'L a  más b e l l a  niña' and 'En un p a s to r a l  
a lbergu e ' ) and the le s s  well-known romances ( 'L lo r a b a  la 
n ina ' and 'F r e s c o s  a i r e c i 1l o s ' ) .  The s tu d ies  show that 
w ithout a doubt Góngora gave as much painstak ing  thought to 
even the s h o r te s t  romances amorosos as he d id  to the l e n g t h ie r  
ones .
Although Góngora scorned  s e n t im e n ta l ity  he re ta ined  a 
profound re sp e c t  f o r  the t r a d i t i o n a l  l y r i c a l  romance, elements 
o f  which appear as sym bolic  fe a tu re s  o f  the la t e r  romances 
am orosos. For him love was not a personal and a u to b io g ra p h ica l
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is s u e  which he f e l t  o b l i g e d  to express  in h i s  p oetry . Rather 
' o  es un simple d e l e i t e ,  o un m otivo l i t e r a r i o  que é l  tra ta
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y con s idera  l i t e r a r i a  y a r t í s t i c a m e n t e '  . ^  G óngora 's sources  
f o r  h is  views on and treatm ents o f  the s u b je c t  were many;
Latin to p o i  and m y th o lo g ic a l  f ig u r e s  from the works o f  
Ovid, Horace and A uson ius, I t a l ia n  b e a u t ie s  and i d e a l i s t i c  
lovers  from A r ios to  and P etrarch , n a t iv e  l i t e r a r y  trends from 
G a rc i la so ,  Lope de Vega and the romancero a r t í s t i c o , and 
l a s t l y  -  and e s s e n t ia l  t o  the q u a l i t y  o f  G óngora 's romances -  
form ulas, d e v ices ,  imagery and m o t i fs  from the romancero v i e j o  
and t r a d i t i o n a l  l y r i c  p o e t r y  o f  the e n t i r e  pen insu la .
Góngora 's w it  and in g e n u ity ,  a l l i e d  to such a v a r ie t y  o f  
sources and in f lu e n c e s ,  produces poetry  w h ich , in  the romances 
amorosos, ranges from d e l i g h t f u l  s im p l i c i t y  to b ew ilder ing  
com p lex ity .  The romances are a major area o f  G óngora 's 
poetry  and f u l l y  d eserve  the se r iou s  -  and continuous -
a t t e n t io n  o f  c r i t i c s .
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NOTES TO CHAPTER IX
1 ’ Los p e c a d i l l o s . . . ' , RFE 47 (1964) 215-35 , p .215 .
2 'L o s  p e c a d i l l o s . . . ' ,  p .216 -222 .
3 See DSmaso A lo n s o 's  summaries in  Gdngora y e l  P o l i fem o ,
I ,  p .4 2 -4 4 .
4 J .  P e l l i c e r  de Salas y Tovar, Vida lienor de don Luis de
Gongora in  F-D, Obras p o S t ic a s . . . ,  I l l ,  p .291 -95 , 
p .292 . Ily i t a l i c s .
5 B a l l ' s  a cce n t  i s  upon the romance b u r le s c o  although much
o f  th is  a p p l ie s  a l s o  to the romance amoroso. 
P a r o d ie s . . . ,  I ,  p .5 2 .
6 A r t ig a s ,  'semblanza. . p .45 .
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APPENDIX I
CITED ROUANCEROS
Texts published  p r i o r  to  the f i r s t  appearance o f  Gongora's 
romances in p r in t .
1511 Cancionero gen era l de muchas y d iversas  obras de tod os
i  d1 lo s  mas p r in c ip a le s  trovadores  de España en lengua 
c a s t e l l a n a . . . c o p i la d o  y m aravillosam ente ordenado por 
Hernando d e l  C a s t i l l o .  V a lencia , Kofman.
(F a cs ím ile  e d i t i o n ,  A. P.odrígucz-Moñino, Madrid, UVE, 19 58)
1545- Cancionero de romances en que están r e co p i la d o s  de la  
1550 mayor parte  de los  romances c a s te l la n o s  que fa s ta  agora  
se an compuesto. Antwerp, Martin Nució.
(F a cs ím ile  e d i t io n ,  R. Menóndez P id a l ,  Madrid, Centro de 
Estudios H i s t ó r i c o s ,  1914 and Madrid, CSIC, 1945)
(E d it io n  o f  A. Rodriguez-Iloñino, Madrid, C asta l ia ,  1967)
1550 Primera p&rte de la S i lv a  de v a r io s  romances, en que
están r e c o p i la d o s  la  mayor parte  de lo s  romances c a s t e l ­
lanos que hasta  agora se han co m p u e s to . . . ,  Saragossa,
E. G. de N a jera .
(E d it io n  o f  A. Rodríguez-Moñino, Saragossa, Cátedra, 1970)
1570 Cancionero de romances sacados de las  co rón ica s  an tigu as  
de España con o t r o s  hechos por Sepúlveda. Y algunas 
sacados de l o s  quarenta cantos  que compuso Alonso de 
Fuentes. Medina, Canto.
1573 Rosa de amores. Primera parte  de romances de J .  Timoneda,
que tratan d iv e rso s  y muchos casos de amores. V a len c ia ,
Navarro.
(Madrid, F lo r e s ta ,  1963)
1582 Primavera y f l o r  de lo s  m ejores romances que han s a l i d o
aora nuevamente en es ta  Corte  re co g id o s  de v a r io s  poetas 
por . . r ía s  Perez. Barcelona, L ib re ro s .
(Numerous re p r in ts  to 1659, r e -e d i t e d  in  Madrid, 1 6 2 1 .)  
(E d it io n  w ith  study by J .  Fernández Montesinos, V a len c ia ,  
C a s ta l ia ,  1954)
1584 Cancionero de romances por Luis do Sepúlveda. S e v i l l e .
(E d it io n  o f  A. Rodríguez-Monino, Madrid, C a s ta l ia ,  1967)
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A PPE N D IX  II
TEXTS OF THE ROMANCES
*  in d ic a t e s  te x ts  c i t e d  by F ou lche-D elbosc  in  1921 e d i t i o n
1588* F lor  de v a r io s  y  nuevos Romances#••r e c o p i la d o s  por 
Andrés de V i l l a l t a #  V alencia  (9 romances)#
1589 F lor  de v a r io s  romances nuevos, y Canciones# Ahora 
nuevamente r e c o p i la d o  de d iv e r s o s  a u tores ,  por e l  
B a c h i l le r  Pedro de Moncayo, n a tu ra l  de Borja#
(8 romances) Huesca#
1591 F lor  de v a r io s  romances n u e v o s . . . p o r  e l  b a c h i l l e r  
Pedro de Moncayo, n a tu ra l de B o r ja .  Perpignan.
(8  romances)
1591* F lor  de v a r io s  romances nuevos y  ca n c io n e s .  Primera 
y segunda p arte , ahora nuevamente r e c o p i la d o s  y puestos 
en orden por Andrés de V i l l a l t a ,  natura l de V a len c ia . 
Añadióse ahora nuevamente la  te r ce ra  parte  por F e l ipe  
Mev. V a len cia . ( 1  romance)
1592* Quarta y quinta p a r te  de F lo r  de Romances. R ecop ilados  
por Sebastián V é le z  de Guevara, Racionero de la 
C o le g ia l  de Santander. Burzos. (4 romances)
1593 F lor  de v a r io s  romances nuevos. Primera y  segunda y 
te rce ra  p a rte .  Ahora nuevamente r e c o p i la d o s  y puestos 
por orden, y añadidos muchos romances que se  han can­
tado después de la  primer im presión . Y c o r r e g id o s  
por e l  B a c h i l l e r  Pedro de Moncayo, na tu ra l de B or ja .  
Impreso en M a d r i d . . . .  ( I :  2 romances: I I :  7 romances: 
I I I ;  1 romance)
159 3* F lor  de v a r io s ,  y  nuevos Romances, Primera y Segunda 
p a rte .  Ahora nuevamente r e c o p i la d o s ,  y puestos  por 
orden, por Andrés de V i l l a l t a  n a tu ra l  de V a le n c ia .  
Añadióse ahora nuevamente la te r ce ra  parte  por F e l ipe  
Mpy mercader de l i b r o s .  V a len c ia .  (10 romances)
1593 Octavo cuaderno de v a r io s  Romances l o s  más modernos 
q u e  hasta hov se  han cantado. V a len c ia .  (1  romance)
1593 Tercero  cuaderno de la segunda p arte  de v a r io s  Romances 
lo s  más modernos que hasta hoy se han cantado. Impreso 
e n  Va  1 e n r í a  ju n to  a l  molino de la  R o v e l la .  (1  romance 
a t r i b u i d o )
1593* Quarta, quinta y  sexta  parte  de F lo r  de romances 
nuevos, nunca h a sta  ahora im presos, llamado Ram illete  
de F lo r e s :  por Pedro de F lo re s ,  l i b r e r o ;  y  a su costa  
impreso. Y demás d es to ,  va a l  cabo la  te r c e r a  parte 
de la  Araucana [ s i c ]  en nueve romances, ex cep to  la 
entrada de e s te  Reyno de P ortu ga l,  que por s e r  tan 
n o to r io  f> tod os ,  no se pone. L isbon . (3  romances)
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1594
1595
1596*
1597
1 5 9 4
1597*
1597
1600
1602
1604*
1605*
1 6 0 5
Quarta y quinta p arte  de F lo r  de romances. R ecopilados 
por Sebastián V élez  de Guevara. Burgos. (4  romances 
+  1 a t r i b u i d o )
Sexta parte  de F lo r  de romances nuevos, re co p i la d o s  de 
muchos autores por  Pedro F lo res ,  l i b r e r o .  T oledo .
(4  romances)
F lo r  de v a r io s  romances. Primera, segunda y tercera  
p a r te .  Ahora nuevamente r e c o p i la d o s ,  puesto  por su 
o rd e n :  y añadidos muchos romances que se  han cantado 
después de la primera im presión . Y c o r r e g id o s  por e l  
B a c h i l l e r  Pedro de Moncayo, natural de B or ja . Madrid.
(9 romances)
F lo re s  del Parnaso octava  p a rte .  R ecop ilado  por Luis 
de Medina. T o led o .  12 romances)
F lo r  de v a r io s  romances nuevos. Primera, segunda y 
te r c e r a  p a r te .  Ahora nuevamente r e c o p i la d o s  y puestos 
por  su orden : y añadidos muchos romances que se han 
cantado después de la  primera im pres ión . Y co rre g id o s  
por  e l  B a c h i l le r  Pedro de Moncayo, n a tu ra l  de B orja . 
Madrid. ( 9 romances)
F lo r  de v a r io s  romances d i f e r e n t e s  de todos  lo s  impre­
s o s .  Novena p a r te .  Madrid. Juan Flamenco. (4  romances)
Séptima y octava  parte  de F lor  de v a r i o s  romances nuevos 
r e c o p i la d o s  de muchos a u to re s .  A lca lá  de Henares,
Juan Iñíguez de L equer ica .  (2 romances)
Romancero g e n e ra l ,  en que se con tienen  todos lo s  romances 
que andan impresos en las  nueve partes  de Romanceros. 
Ahora nuevamente impreso, añadido, y emendado. Madrid, 
Luis  Sánchez.
I 2 romances
I I 7 romances
I I I /
IV 2 romances
V 2 romances
VI 4 romances
VII /
VIII 2 romances
IX 5 romances
X /
Above rep r in ted ,  Medina del Campo.
Reprinted Madrid. Romancero general en que se contienen 
todos  lo s  romances que andan im presos. (5 romances 
added)
Segunda parte  d e l  Romancero general y f l o r  de d iversa  
p o e s ía ,  V a l la d o l id .  (4  romances)
Primera parte  de las  f l o r e s  de poetas i l u s t r e s  de 
España. Pedro Espinosa, V a l la d o l id .  Góngora was the 
c h i e f  c o n t r ib u to r  to th is  c o l l e c t i o n .
»16 1 1
1618
1621*
1627*
1628
1629
1630 
1633*
1634
*(1630)
1636
1637
1638
1644
1644
16 49
Primera p a r te  d e l  j a r d í n  de amadores, en e l  cu a l  se 
c o n t ie n e n  l o s  m ejores  y más modernos romances que 
h a sta  hoy se  han sacado . Saragossa . F rancisco  Sabad 
( o r  Juan de la P uen te ) .  ( F i r s t  ' rom a n cer i l lo  n o v í s i m o ' , 
beg in n in g  o f  romance ar t í s t i c o  b a r r o c o . 3 romances)
L a b er in to  amoroso, Juan Chen, B arcelona . (Most o f  the 
l y r i c a l  romances a lre a d y  found in  the Romancero g e n e r a l )
Primavera y  f l o r  de lo s  m ejores romances que han s a l i d o  
ahora  nuevamente en e sta  c o r t e ,  r e co g id o s  de v a r io s  
p o e ta s .  Por e l  l i c e n c ia d o  Pedro A r ia s  Pérez, Madrid.
(4  romances. Ran to 17 e d i t i o n s )
Obras en verso  d e l  Homero españ o l,  que r e c o g ió  Juan 
López de Vicuña, Madrid.
C ancionero de 1628.
Segunda p a r te  de primavera y f l o r  de lo s  m ejores  romances, 
F ra n c is co  de Segura. Several e d i t i o n s  u n t i l  1641.
(M ost o f  the romances found in  L aberinto am oroso)
L e cc ion es  solemnes a las  obras de don Luis de Góngora 
y  A rgote , José P e l l i c e r  de Salas y Tovar, Madrid.
Todas la s  obras de don Luis de Góngora en v a r io s  poemas. 
R ecog idas  por don Gonzalo de Hoces y Córdoba, n a tu ra l 
de la ciudad  de Córdoba, Madrid. (E d it io n s  in  1633,
1634, 1646, 1654 ( x 2 ) )
D e l i c i a s  d e l  Parnaso, en que se c i f r a n  todos l o s  romances 
l í r i c o s ,  amorosos, b u r le s c o s ,  g lo s a s  y décimas s a t í r i c a s  
d e l  r e g o c i j o  de la s  musas e l  p r o d ig io s o  don Luis de 
Góngora, Saragossa . (14  romances)
I l u s t r a c i ó n  y defensa de la Fábula de PÍramo y T isbe ,  
García  de Salcedo C oronel,  Madrid.
M a r a v i l la s  del Parnaso, Jorge P into de M orales .
Égloga Fúnebre a don Luis de Góngora de v ersos  en tre ­
sacados de sus o b r a s ,  por Martín de Angulo y Pulgar, 
S e v i l l e .
Second volume o f  Obras de don Luis de Góngora comen­
tadas , p or  G. de Salcedo C oronel, Madrid.
R epr in t  o f  Jardín  de Amadores.
Segunda p arte  del segundo tomo de O b ra s .•.comentadas 
p o r  G. Salcedo  C o r o n e l . . . c o n t ie n e  es ta  parte  todas la s  
ca n c io n e s ,  m ad r iga les ,  s i l v a s ,  é g lo g a s ,  o c ta v a s ,  t e r ­
c e t o s  y e l  p a n e g ír ic o  a l  Duque de Lerma, Madrid.
4 4 2
